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The very popularity of Kalidasa's works in India for over 
fifteen hundred years, if not longer, has exposed the original texts 
to constant risk of interpolations, with the result that it has become 
a major problem of scholarship to sift the authentic from the spu- 
rious. One of the first acts of the Sahitya.Akademi was to-set up 
an Editorial Board of eminent Sanskrit scholars to supervise the 
preparation of a critical edition of Kalidisa’s complete works. 
Dr. S. Radhakrishnan is the Chairman of the Board and Prof. V. 
Raghavan its Convener. 


The first volume of this critical edition of Kalidasa's works to 
be published by the Sahitya Akademi was Meghadita, edited by 
Dr. S. K. De. The present volume, edited by Prof. H. D. Velankar 
is the second in the series. Sakuntala, edited by Dr. S. K. Belvalkar 
of the Bhandarkar Oriental Research Institute, Poona, and Kuma- 
rasambhava, edited by Dr. Surya Kanta of the Banaras University, 
are in press and are expected to be published shortly. Other 
volumes under preparation are: Malavikagnimitra edited by Prof. 
K. A. S. Iyer of the Sanskrit University, Varanasi, Raghuvamésa 
edited by Prof. V. Raghavan of Madras University, Madras, and 
Rtu-Samhara edited by the late P. M. Lad and Prof. V. Raghavan. 


Each volume contains the selected text, along with the Editor's 
Introduction and copious Notes establishing the authenticity the of 
text. There is also a General Introduction on Kalidasa by Dr. S. 


Radhakrishnan. 
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Ad ditions and Corrections 


P. xxxvu, line 3: Add: This isnow separately published 
in the Annals B. O. R. I., vol. 38 
(1958), pp. 255-298. 
P. xxxxur, line 19 & xxxxıy,last line: Read exalt for exhalt, 
P. xxxix, line 9: Add: At Ry. 1.31. 4b Agni issaidto have 
done a great favour to the pious Purü- 
ravas; the allusion is uncertain, yet it is 
quite likely that this has served as the 
basis of the sacrificial appendage to the 
story in the Satapatha Brahmana, 
P. xxxxiy, line 28: Read sacrificed for sacrified, 
P. 2, line7 : Read श्रूयते for यश्रूते. 
P. 3, line 20: Read अर्धपथ for अधपथ. 
P. 11, line 17: » राजानमुपेत्य for जनान्तिकम्‌, 
P. 21, line 4: » वसंतोदार for बसंदोदार, 
P. 24, last line: Insert उर्वशी after * add. 
P. 30, line 4: Read विज्जुलदा for faster. 
P. 48, £ n. 1: Insert मेसमोअण for Wè 01, at the end. 
P. 54, £ n. line 3: Read दिण्णो तुए १1; तारिसो Ps; तारिसो पिओ 1 
for दिण्णो gu P»; तारिसो पिओ 72. 
P. 73, line 7: Read गइंद्ओ for गइदंओ. 
. P. 77, f. n. lines 1 & 2: Read ३९.२ & ३९.३ for ३९.१७ ३९.२. 
P. 93,f£ n. line 2: Read णं for णः 
P. 113, line 4: Add at the end: Urvag ig mentioned 
among the Apsarases dancing at the 
court of Kubera at Mahabharata (Bombay 
Recen.), IT. 10, 12 and XIII, 19. 44, 
P. 126, line 3: Read cannot for connot, 
P. 129, lines 19, 33 and p. 131, line 2: Read the for tbe. 
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GENERAL INTRODUCTION 


GREAT classics of literature spring from profound depths 
in human experiencé. They come to us who live centuries 
later in vastly different conditions as the voice of our own 
experience. They release echoes within ourselves of what we 
never suspected was there. The deeper one goes into one's 
own experience facing destiny, fighting fate, or enjoying love, 
the more does one's experience have in common with the 
experiences of others in other climes and ages. The most 
unique is the most universal. The Dialogues of the Buddha 
or of Plato, the dramas of Sophocles, the plays of Shakespeare 
are both national and universal. The more profoundly they 
are rooted in historical traditions, the more uniquely do they 
know themselves and elicit powerful responses from others: 
'There is a timeless and spaceless quality about great classics. 

Kalidasa is the great representative of India's spirit, grace 
and genius. The Indian national consciousness is the base 
from which his works grow. Kalidasa has absorbed India's 
cultural heritage, made it his own, enriched it, given it univer- 
sal scope and significance. Its spiritual direction, its intel- 
lectual amplitude, its artistic expressions, its political forms 
and economic arrangements, all find utterance in fresh, vital, 
Shining phrases. We find in his works at their best a simple 
dignity of language, a precision of phrase, a classical taste, a 
cultivated judgment, an intense poetic sensibility and a fusion 
of thought and feeling. In his dramas, we find pathos, power, 
beauty, and great skill in the construction of plots and deli- 
neation of characters. He is at home in royal courts and 
on mountain tops, in happy homes and forest hermitages. He 
has a balanced outlook which enables him to deal sympatheti- 
cally with men of high and low degree, fishermen, courtezans, 
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servants. These great qualities make his works belong to the 
literature of the world. Humanity recognises itself in them 
though they deal with Indian themes, In India Kalidasa is 
recognised as the greatest poet and dramatist in Sanskrit 
literature. While once the poets were being counted, Kalidasa 
as being the first occupied the last finger. But the ring-finger 
remained true to its name, andmikd, the nameless, since the 
second to Kalidasa has not yet been found.t 
| Date 
Tradition associates Kalidasa with king Vikramaditya of 
Ujjayini who founded the Vikrama era of 57 B. C^ The change 
in the name of the hero of Vikramorvagiya from Puriiravas 
to Vikrama lends support to the view that Kalidasa belonged 
to the court of king Vikramaditya of Ujjayini. Agnimitra 
who is the hero of the drama Malavikagnimitra was not a well- 
known monarch to deserve special notice by Kalidasa. He 
belonged to the second century before Christ and his capital 
was Vidisa. Kalidàsa's selection of this episode and his 
reference to Vidisa as the famous capital ofa king in Megha- 
dita suggest that Kālidāsa was a contemporary of Agnimitra, 
It is clear that Kalidasa flourished after Agnimitra (c. 150 B. c.) 
L purā kaviném gananaprasaage 
kanisthikadhisthitakalidása 
adyapi tattulya-kaver. abhüvad 
anamikà sarthavat; babhiva 
2. The Jain Kalakacarya Kathanaka records that the Sakas invaded 
Ujjayini and overthrew the dynasty of Gardabhilla, who was styled 
Mahendraditya. Some years afterwards, his son, Vikramaditya, 
repelled the invaders and re-established the old dynasty. It is 
sometimes said that the play Vikramorvasiya celebrates this re- 


mahendropakaraparyaptena vikramamahimna vardhate bhavan, 
Mahendra conferred the throne on the prince and himself retired 
to the forest. To commemorate the great victory, Vikrama 
founded an era which was later called by his name. 
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and before A. D. 634, the date of the famous Aihole inscription 
which refers to Kalidasa as a great poet. If the suggestion 
that some verses of Mandasor inscription of A. D. 473 assume 
knowledge of Kalidasa’s writings is accepted, then his date 
cannot be later than the end of the fourth century A. D. There 
are similarities between Aévaghosa's Buddhacarita and Kāli- 
dàsa's works. If Aévaghosa is the debtor, then Kalidasa was 
of an earlier date than the first century A. 0.8 If Kālidāsa is 
the debtor then his date would be later than the first 
century A. D. J 

It is suggested that Kālidāsa belongs to the Gupta period 
and lived in the reign of Chandragupta II, who had the title 
of Vikramaditya, and who came to power about A. D. 345 and 


3. The following verse of Agvaghosa may be an implied criticism of 
Kālidāsa’s view: $ailendra-putrum prati yena viddho devopi 
Sambhus calito babhüva । na cintayati esa tam eva bünam kim syad 
acitto na sarah sa esa V Buddhacarita XIII, 16. 

Again compare Kalidisa’s line in Raghwvaméa, II. 42: 
jadikrtas tryambakaviksanena vajram mumuksann iva vajrapümik 
with the Buddhacarita-line : 
tastambha bahuk sagadas tato'sya purandarasyeva pura savajrak 
4, Professor A. Berriedale Keith writes : 
“ Kālidāsa was later than Avaghosa and than the dramatist 
131558; he knew Greek terms as his use of Jamitra proves; 
the Prakrit of his dramas is decidedly later than Asvaghosa’s 
and Bhasa’s and he cannot be put before the Gupta age...... 
We must remember that Chandragupta II had the style of 
Vikramaditya with whose name tradition consistently connects 
- Kalidasa. Nor is it absurd to see in the title Kwmürasam- 
bhava a hint at the young Kumaragupta or even in Vikra- 
morvasiya an allusion to the title Vikramáditya."—4 History 
of Sanskrit Literature ( 1920), p. 80. 
Sir William Jones places Kalidasa in the first century B. c, Dr. 
Peterson says: “Kālidāsa stands near the beginning of the 
Christian era, if indeed, he does not overtop it.” 
R.T. H. Griffith remarks: “About the time when Horace and 
Virgil were shedding an undying lustre upon the reign of 
Augustus, our poet Kalidasa lived, loved and sang, giving and 
taking honour, at the polished court of the no less munificent 


patrons of Sanskrit literature, at the period of its highest perfect- 
ion."— Preface to The Birth of the War-God (1918). 
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ruled till about 414. Whichever date we adopt we are in 
the region of reasonable conjecture and nothing more. 
Works 

Kalidasa speaks very little of himself and we cannot there- 
fore be sure of his authorship of many works attributed to him. 
There is, however, general agreement about Kalidasa’s author- 
ship of the following works: 

I. Abhijfiana-Sakuntala, a drama in seven acts dealing with 
the love and marriage of Dusyanta and Sakuntala ; ( Abbr. §. ) 


2. Vikramorvagiya, a drama in five acts dealing with the 
love and marriage of Purüravas and Urvaói; (Abbr. V.) 

3. Malavikügrimitra, a drama in five acts dealing with 
the love of Malavika and Agnimitra; ( Abbr. M.) 


4. Raghuvargg, an epic poem of nineteen cantos describing 
the lives of the Kings of the solar race; (Abbr. R.) 


5. Kumérasambhava, also an epic poem of seventeen cantos, 
dealing with the marriage of Siva and Parvati and the birth of 
Kumara, the lord of war; (Abbr. K.) 

6. Meghaduta, a poem of 111 stanzas describing the 
message of a Yaksa to his wife, to be conveyed through a 
cloud ; 


7. Riu-sarihdra, a descriptive account of the Six seasons. 


Kālidāsa takes up his themes from the traditional lore of the 
country and transforms them to achieve his object. For 
example, in the epic story Sakuntala was a calculating, worldly 
young woman and Dusyanta a selfish lover. The poet wishes 
to exhibit the sentiment of love from its first awakening in a 
hermitage girl to its fullest perfection through the stages of sepa- 
ration, frustration, etc. In his own words, a play must present 
the diversity of life, and communicate charm and Sweetness to 
men of varied tastes: 


traigunyodbhavam atra lokacaritam nand-rasam dréyate 
natyam bhinna-rucer janasya bahudhapy ehamw sama- 
vadhanam 
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Some of his themes. seem to be unrealistic such as the 
carrying of a message by a cloud. The poet anticipates: the 
objection and answers it : 


dhumajyotihsalilamarutam samnipatah kva meghah 
sandegarthah kva patukaranaih pranibhih prapariyah 
ityautsukydd aparigamayan guhyakas tam yayace 
hamarta hi prakrii-krpanah celanácetanesu. 


“Where is a.cloud, which is a composite of smoke, light, 
water and air, and where are the messages that can be conveyed 
by living beings endowed with stronglimbs? Without considering 
this, the Yaksa in his eagerness begged the cloud to carry his 
message. Those that are love-stricken are by nature undis- 
criminating between conscious and unconscious beings."? Rama’s 
longing for his lost wife may have suggested to Kālidāsa the 
Yaksa’s sorrow for the wife from whom he is separated. 


Life 

We do not know any details about Kalidása's life. 
Numerous legends have gathered round his name which have 
no historical value. From his writings it is clear that he lived 
in an age of polished elegance and leisure, was greatly attached 
to the arts of song and dance, drawing and painting, was ac- 
quainted with the sciences of the day, versed in law and learned 
in the philosophical systems and ritual practices. He travelled 
widely in India and seems to have been familiar with the 
geography of the country from the Himalayas to Kanya- 
kumári His graphic descriptions of the Himalayan scenes, 
of the saffron-flower the plant of which grows in Kashmir, look 
like those of one who has personal acquaintance with them. 
He was sensitive to beauty in nature and human life. 


5. The cloud as a messenger is an old pre-Christian, literary motif in 
China, We find it in Kiu yuan (or Chu yuan), the Chinese poet 
who died about 274 B.o. Of, this echo of Meghadita in Hsu Kan. 

O floating clouds that swim in the heaven above 
Bear on your wings these words to him I love. 
—H. A. Giles: 4 History of Chinese Literature, p. 119: 
6. L5. i 
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Kalidasa had self-confidence. In one place he seems to 
Say : “If you have hearts which can melt in pity, do not set 
aside this canto of mine !" 
tad esa sargah karunardracittair 
na me bhavadbhih pratisedhaniyah* a A 
This sense of assurance is not inconsistent with humility. 
He opens his Raghuvariga with a confession of his rashness in 
undertaking the work : : 
kua sürya-brabhavo ०८०४४ kva calpavisaya matih 
titirsur dusteram mohad udufenasmi sagaram® 
“Where is the race originating from the Sun and where is 
my talent limited in scope ? Through infatuation, I am desi- 
Tous of crossing with a raft the ocean that is difficult to cross." 
. mandah kaviyagahprarthi gamisyamy-upahasyatam 
pramgulabhye phale lobhad udbahur iva vamanah १ 
“Foolish and yet longing for a poet's renown, I shall become 
an object of ridicule, like a dwarf with his hands raised through 
greed towards a fruit accessible (only) to the tall." If he 
Still prefers to speak of the kings of the Raghu race, it is because 
he can count on ancient poets who have already opened the 
way and their virtues are so compelling in their character. 
Vamana in his Kavyalamkara defines riti as visista pada- 
racand, a particular style of expression and Vaidarbhi riti of 
which Kalidasa is the master is described by Dandin in his 
Kavyadar$a as consisting of the following features : 
$lesah prasddah samata madhuryan sukumarata 
arthavyaktir udáratvam ojahkantisamadhayah 
. —Suggestiveness, serenity, balance; sweetness, delicacy, 
clarity of sense, breadth of expression, vigour of thought, 
brilliance of diction and harmony of sentiments. 
The master artist Suggests by a few touches what others 
fail to do even by elaborate discourses. Kalidasa is famous for 


.T. R. XIV.42. The contextual meaning of sarga here, as in other 
places like grhāņa éastram, yadi sarga esa te, is of course, 
‘resolye’, 
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his economy of words and naturalness of speech in which sound 
and sense match. His pen-pictures are graceful and perfect, 
the royal chariot in full speed” the running deer,” Urvasi's 
bursting into tears, Narada's appearance in the sky like a 
moving ka/ja-vrksa.* He is master in the use of simile and 
analogy; e. g.— 

sarasijam anuviddham, gaivalenapi ramyane 

malinam afi himamgor laksma laksmir tanoti 

iyam adhika-manojiia valkalenapi tanvi 

him iva hi madhurdnam mandanam nàkrtinàm 

“A lotus, though intertwined with moss, is charming. The 
speck, though dark, heightens the beauty of the moon. This 
slim one, even with the bark dress, is more lovely. For what 
is not an embellishment of lovely forms 225 

Again : 

eho hi doso guna-samnipate 

nimajjatindoh kiranesvivankah 

“Even as the single stain of the moon is not noticed by 
one who gazes at the beams that flow endlessly, even so no one 
dares to blame a shade of weakness in a hero's fame.” Practi- 
cally on every page we have illustrations of Kalidása's mastery 
over the use of figures of similarity. 

Kalidása's writings instruct not by direct teaching but by 
gentle persuasion, as by a loving wife. Mammata says: hanta- 
sammitatayopadesayuje and. rāmādivad vartitavyam, na ravana- 
divat. By an aesthetic presentation of great ideals, the artist 
leads us to an acceptance of the same. We live vicariously the 
life of every character that is set before us, and out of it all 
comes a large measure of understanding of mankind in general. 
Kalidasa projects his rich and glowing personality on a great 
cultural tradition and gives utterance to its ideals of salvation, 
order, love. He expresses the desires, the urges, the hopes, the 
dreams, the successes and the failures of man in his struggle 
to make himself at home in the world. India has stood for 
a whole, integrated life and resisted any fragmentation of it.. 


111 Wee 
19. §.1.7. 
1G}, MATS 
i Viv. 19: 
15. S.I 1T. 
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The poet describes the psychological conflicts that divide the 
soul and helps us to pull the whole pattern together. 

Kalidasa's works preserve for us moments of beauty, inci- 
dents of courage, acts of sacrifice and fleeting moods of the 
human heart. His works will continue to be read for that 
indefinable illumination about the human predicament which 
is the work of a great poet. Many of his lines have become 
almost like proverbs in Sanskrit. ^ ` 


Religion 


Kumarasambhava opens with a verse where the poet speaks 
as if the Himalayas were the measuring rod spanning the wide 
land from the eastern to the western sea: 

asty uttarasyam digi devataima 

himálayo nama nagadhirajah 

purvaparau toyanidhi vagahya 

sthitah prthivya iva mánadandah 

He suggests that the culture developed in the Himalayan 
regions may be the ‘ measuring rod' of the cultures of the 
world. This culture is essentially spiritual in quality. We 
are ordinarily imprisoned in the wheel of time, in historicity 
and so are restricted to the narrow limits of existence. Our aim 
should be to lift ourselves out of our entanglement to an aware- 
ness of the real which is behind and beyond all time and history, 
that which does not become, that which is absolute, non-histori- 
cal being itself. We cannot think it, enclose it within categories, 
images and yerbal structures. We know more than we can 
think and express in historical forms. The end of man is to be- 
come aware by experience of this absolute reality. Compare the 
words of Raghuvamga : sa brahmabhuyam gatim àjagama 1, 
The man of enlightenment reaches the supreme timeless life, 
The performer of good deeds has heaven for his share. We know 

the real by the deepest part of our being: dimanam dtmang 
vetsi.” j 


16. Cf. Manu: 

etad-desa-prasiitasya sakasüd. agra-janmanah 

svam svam caritram sikseran prthivyam sarvamanayah 
16%, R. XVIII. 28. 
17. K. II. 10; see Bhagavadgitā. X. 15. 
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The Real is the knower and the known : vedyam.ca vedita casi.® 
Again: yam aksaram vedavido vidus tam dimdnam atmany 
avalokayantam.® The Supreme leads a life of contemplation. 
Though he grants the fruits of others’ austerities, he himself ' 
performs austerities: svayam vidhata tapasah phalandm 
henapi kámena tapas cacara. 


The Absolute which is the Real beyond all darkness is 
superior to the division of spirit and matter. It is omniscient, 
omnipresent and almighty. It manifests itself in the three 
forms (¢7i-murti), Brahma, Visnu and Siva, the maker, the 
preserver and the destroyer. These gods are of equal rank and 
a believer may select any form which appeals to him for wor- 
ship. In daily life, Kalidasa was a follower of the Saiva system. 
The opening invocations of the three dramas show that Kalidasa 
‘was a devotee of Siva. gi 


Jà srstih srastur @dy& vahati vidhihutam ya havir ya ca hotri 
ye dve kalam vidhattah $ruti-visaya-gund ya sthita vyapya 
z X vi$vam 
yam huh’ sarvabijaprakriir iti yaya praninah pranavantah 
pratyaksabhih prapannas tanubhir avatu vas tabhir astabhir. 
ah 
—Sahkuntala 


“May the Supreme Lord endowed with eight visible forms, 
water, the first creation of the Creator, (fire) which carries the 
oblation offered according to rule, (the priest) who is the 
offerer of the oblation, (those) two (visible forms, the sun and 
the moon) which regulate time, (that Akasa) which perpetu- 
ally pervades the universe, having the quality (sound) percep- 
tible by the ear, (the earth ) which they call the source of all 
created things, (air) by which living creations (become) 


possessed of life, (may he) preserve you." 


m vyapya sthitam rodasi 


vedantesu yam ahur ehapurusa 
h gabdo yatharthaksarah 


yasminn i$vara ity ananyavisaya 


18, K. IL 15; see Bhagavadgita, XI. 17. 
19. एर. III. 50. 
20. K I. DT. 


XII VIKRAMORVASIYAM 


antar yas ca mumuksubhir niyamitapranadibhir mrgyate 
sa sthanuh sthirabhaktiyogasulabho nihgreyasdydstu vah 
—Vikramorvasiya 
` “May he, who is hailed by the Vedantas as the Supreme Spirit, 
who still remains (transcendent) after pervading both heaven 
and earth, to whom alone the specific designation Iévara 
(supreme ruler) applies true to a syllable, and he who is sought 
inwardly by restraining prána and the other vital airs, by those 
who desire to attain (complete) emancipation, (may he) the 


eternal, who is easily attainable by the path of steadfast devo- 
tion bestow on you supreme bliss." 


The three methods of jana, yoga and bhakti are mentioned, 

and the last is said to be the easiest path. 
ehaigvarye sthito'pi pranatabahuphale yah svayam hrttivadsah 
hantasammigradeho'py avisayamanasam yah _parasiad 
yatindm 
astábhir yasya Rrtsnat jagad api tanubhir bibhrato nabhi- 
manah 
sanmdrgdlokandya vyapanayatu sa vas tdmasiti oritim igah 
; —Maálavikàgnimitra 
“He, who, while possessing supreme powers that bear manifold 
fruits for his humble devotees, is himself clad in elephant hide, 
who, though haying his body united with that of his beloved, 
is yet the foremost of ascetics, whose minds are clear of sense- 
objects, and who, though sustaining the entire universe with 
(his) eight forms, is yet utterly free from a sense of egoity, 
may that Lord ( Siva ) dispel your tendenc i 


y dominated by tam 
that you may behold the path of righteousness,” T zt 


The opening verse of Raghuvarga reads : 
vagartháv iva samfrktau vagarthapratipatiaye 
Jagatah pitarau vande parvatiparamesvarau 
N While in Malavikagnimitra, the Lord shoul 
right path, sanmarga, in Vikramorvagiya, 


attainable by devotion, bhakti-yoga-sul in £g 
the Lord in his eight- i Men A Fant 


t fold forms is seen Immedi insi 

n | 5 e 

mto the Divine reality is the aim of religion, oe 
Though Kalidasa 


Was not in any way e 


T d set us on the 
he is said to be easily 


worhsipped the Divine as Siva, his attitude 
xclusive or narrow-minded, He had the 
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catholic attitude of traditional Hinduism. He treated with 
great respect the views of others. In Raghuvamésa, the gods 
approach Visnu and praise him: ; 


21. 


O thou who didst create this All, 
Who dost preserve it, lest it fall, 
Who wilt destroy it and its ways— 
To thee, O triune Lord, be praise. 


As into heaven's water run 

The tastes of earth—yet it is one, 

So thou art all the things that range 

The Universe, yet dost not change. 

Far, far removed, yet ever near; 
Untouched by passion, yet austere; 
Sinless, yet pitiful of heart ; 

Ancient, yet free from age—Thou art. 
Though uncreate, thou seekest birth; 
Dreaming, thou watchest heaven and earth; 
Passionless, smitest low thy foes; 

Who knows thy nature, Lord? Who knows? 


Though many different paths, O Lord, 
May lead us to some great reward, 
They gather and are merged in thee 
Like floods of Ganges in the sea. 

The saints who give Thee every thought, 
Whose every act for thee is wrought, 
Yearn for thine everlasting peace, 

For bliss with thee, that cannot cease. 
Like pearls that grow in ocean’s night, 
Like sunbeams radiantly bright, 

Thy strange and wonder-working ways, 
Defeat extravagance of praise. 


If songs that to thy glory tend 
Should weary grow or take an end, 


Yuan Chwang tells us that atthe great festival of Prayaga, King 
Harga dedicated a statue to the Buddha on the first day, to the Sun, 
the favourite deity of his father, on the second and to Siva on the 
third. 54 


^ 
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Our impotence must bear the blame, 
And not thine unexhausted name.” 


In Kumdarasambhava,* Brahma is praised as the highest 
God; the beginning, the middle and the end of the world. 


atha sarvasya dhataratm te sarve sarvatomukham 

०८७/807 vagbhir arthyabhih prampatyopatasthire 

namas trimirtaye tubhyam prak srsteh kevalatmane 

Suna-traya-vibhagaya pagcad bhedam upeyuse 

jagad-yonir ayonis 70600 jagad-anto nirantakah 

‘jagad-adir anádis toam jagad-i$o nirigvarah 

Gimdnam ätmanā vetsi srjasy dtmanam atmaná 

atmana kriinà ca tata átmany eva fraliyase 

Kalidasa has sympathy with all forms of religion and is 
free from prejudice and fanaticism. Each person can tread the 
path which appeals to him,” for the different forms of Godhead 
are the manifestations of the One Supreme who is the formless 
behind all forms. 


tvam eva havyarı hota ca bhojyam bhokta ca 8686067४07 
vedyam ca vedità casi dhyata dhyeyat ca yat param.” 
Again: ekaiva mirtir bibhide tridha sā 

The objective of religion is freedom from subjection to time, 
from rebirth, which the poet desires for himself in the last 
verse : 

mamapi ca ksapayatu nilalohitah 

punarbhavam Barigatasaktir atmabhüh 


Raghu, after installing Aja on the throne, retires to the 


forest, takes to a life of meditation and attains that which is 
beyond darkness: 


tamasah paramdpadavyayarn 
purusam yogasamadhina raghuh™ 


22, Translation by Arthur W. Ryder, Kalidasa’s Works: Everyman's 


Library. 
28. IL 3, 4, 9, 10. 
24. K, X, 96. 
25. K.II 4, 15. 
26. K. VII. 44, 


27. R. VIII. 24, 
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Until the end of religion, the realisation of the Supreme, the 
ascent from the vanity of time is attained, we will have opportu- 
nities for making progress towards the goal. In this journey 
towards the end we will be governed by the law of karma. 
Kalidasa accepts the theory of rebirth: 


ramyani viksya madhurám$ ca ni$amya $abdán 

paryutsukibhavati yat sukhito'&i jantuh 

tac celasá smarati nünam abodhapiiroan 

bhavasthiràni jananantara - sauhrdáni 
Siti, when abandoned by Rama, says: 

“When he is born, I'll scorn my queenly station 

Gaze on the sun, and live a hell on earth, 

That I may know no pain of separation 

From you, my husband, in another birth."** 

This life is one stage in the path to perfection. Even as 
the present life is the result of our past deeds, we can shape 
our future by our efforts in this life. The world is under a 
moral government. The good will ultimately triumph. If we 
have no tragedies in Kalidàsa, it is because he affirms the ulti- 
mate reality of concord and decency. Subject to this convic- 
tion, he induces our sympathy for the hard lot of the majority 
of men and women. 

Dharma 

Kalidasa’s writings dispose of the misconception that the 
Hindu mind was attentive to transcendental matters, 5; and 
neglectful of mundane affairs. Kalidasa's range of experience 
was wide. He enjoyed life, people, pictures and flowers. He 
does not separate men from the cosmos and from the forces of 
religion. He knows the full range of human sorrow and desire, 
meagre joy and endless hope. He points to a harmony of the 
four main interests of human life, dharma, artha, kama and 
moksa, the ethical, the economic, the artistic and the spiritual. 
The economic including the political and the artistic should be 
controlled by ethical norms, Ends and means are bound to- 
gether. Life becomes livable only through valid ties. To 
cleanse and illuminate those ties was the poet's task. 


28. R. XIV. 66. Ryders Translation, ‘He’ refers to the child in her 
womb, 
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Describing the first king in Raghuvamga, Kālidāsa says 
that Dilipa’s artha and kama were centred in dharma: 


apy artha-kàmau tasyastai dharma eva manisinah.? 
Kalidasa did not feel called upon to choose between religion 
and morality on-the one side and progress and security on the 
other. These are not hostile to each other. 


History is not a natural but a moral phenomenon. It 
is not mere temporal succession. Its essence lies in the Spi- 
ritual which informs the succession. The historian should 
penetrate and comprehend that inward moral dynamism. 


History is the work of man's ethical will of which liberty and 
creativity are the expressions. 


'The kings of the Raghu race were pure from birth, ruled 
over extensive domains stretching from earth to the ocean, 
asamudra-hsitiginém. They amassed riches for charity, spoke 
measured words for the sake of truth, were eager for victory 
for the sake of glory and were householders for the sake of 
offspring. They gained knowledge in childhood, enjoyed the 
pleasures of life in youth, adopted the ascetic life in old age 
and in the end cast away their bodies by yoga or meditation, 

Wagaya sambhrtarthanam satyaya mitabhasinam 

Jabase vijigisinam, prajayai grhamedhinam 

baigave' bhyasta-vidyanam, Jauvane visayaisinam 

vardhake munivrttinam, yogendnie tanu-tyajam™ 

There is time for study under a teacher, a period for 
married life and towards the end of life's journey we have to 
set our hearts on things eternal. In Vikramorvagiya, the king 
tells his son that it is time he entered the second stage of the 
householder, after having completed the stage of studentship, 


ayi vatsa usiiam tay purvasminn a&rame, doitiyam adhya- 
situs tava samayah.® 


29, 1. 25. 
30. L5. 
31, IL 7.8, 


32. V. 12. 18-19. 
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The kings collected revenues for the prosperity of their 
subjects, prajanam eva bhutyartham,® even as the sun takes up 
water to give it back a thousand-fold. The rulers must stand 
up for dharma, justice. The king is the real father of the 
people, he educates them, protects them and provides for their 
livelihood, while the actual parents are only the causes of their 
physical birth : 

prajanam vinayadhanad raksanad bharanad api 

sa pita pitaras tasas kevalam janmahetavah ® 


Every one in Aja's kingdom thought that he was a personal | 
friend of the. king : 


aham eva mato mahipater ili sarvah prakriisvacintayat.® 
The ascetic tells the king in Sakuntala : “Your weapon is for 
the protection of the afflicted and not for striking at the inno- 
cent,” aría-trünàya vah gasirańı na praharium andgasi™ 
Bharata, the son of Dusyanta and Sakuntala, from whom this 
country takes its name is called sarvadamana—not merely 
one who conquered every ferocious beast of the forest but has 
achieved self-control also. Self-control is essential for ruler- 
ship.** 


In Raghuvarga,® Agnivarna gives himself to dissipation. 
He has so many mistresses that he cannot always call them by 
their right names. He develops a wasting disease, and as, 
even in that condition, he is unable to resist the pleasures of the 
senses, he dies. 


Kalidasa gives us pictures of the saint and the sage, the 
hero and the heroine with their nobility. They are the directing 
minds within a civilisation. Nobility and self-control are their 
distinctive characteristics. Discipline is essential for a decent 
human life. Kalidasa says : “Even though produced in a mine, 


33. R.T, 18. 
34, R, 1. 24, 
35. R. VIII 8. 
36. I.10. 
37. Sage Marica says: bharata iti lokasya bharamat, He is called 
Bharata because he supports the world, 8. VII. 33. 
38. XIX. 
* 
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a gem is not worthy of being set in gold, O noble lady, so long 
as it is uncut.” i 

apy Ghara-samutpanna mani-jātir 070577८ 

jataripena kalyāņi na hi sañyogam arhati.® 

In the spirit of the country, Kālidāsa exalts the quality 
of asceticism : d 

$ama-pradhanesu tapo-dhanesu 

güdhar hi dahatmakam asti tejah 
In hermits with tranquillity as the chief characteristic, whose 
wealth is penance, there is, verily, concealed, consuming fiery 
energy. Though Kalidasa's works exalt austerity and adore 
saints and sages, he does not worship the begging bowl. 

The laws of dharma are not static and unchanging. The 
tradition of the past has to be interpreted by one’s own insight 
and awareness. Tradition and individual experience inter- 
penetrate. We. are the inheritors of the past but are also 
trustees of the future, In the last analysis, each one must find 
the guide for one’s conduct in the innermost centre of himself. 
When Arjuna in the opening chapter ofthe Bhagavadgitd de- 
clines to conform to the demands of society which impose on 
him as a ksatriya the obligation to fight, when Socrates says, 
“Men of Athens, I will obey God rather than you,” they are 
taking their stand on inward integrity rather than on outward 

_ conformity. 


Kalidasa tells us that in matters of doubt about one’s duty, 

the authority is the voice of conscience, the wisdom of the heart: 
satam hi samdeha-padesu vastusu j 
pramanam antal-karana-pravritayah.n 


Love of Nature 


In early Vedic literature the unity of all life, animate and 
inanimate, is indicated and many of the Vedic deities are personi- 


39. M.V.18. 
40, $,ILT. 
41, 8. 1. 19, Cf. Manu: 
S Srutih smrtih sadūcārah svasya ca priyam ७८५७७७72०८ 
samyak samkalpajah kamo dharmamülam idan satām. 
Kumarila quotes Kalidasa in his T'antravarttika. 


e 
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fications of striking aspects of nature. The idea of retreat into 
nature, a mountain top or a forest hermitage, in search of the 
revelation of the spirit of the universe has been with us from 
early times. As human beings we have our roots in nature and 
participate in its lifein many ways. The rhythm of night and 
day, changes of seasons suggest man's changing moods, variety 
and capriciousness. Nature had not become mechanical and 
impersonal for Kalidasa. It had still its enchantment. His 
characters have a sensitive appreciation of plants and trees, of 
hills and rivers and a feeling of brotherhood for animals. We 
See in his writings flowers which bloom, birds which soar and 
animals which spring. We find a striking description of the 
love of the cow in Raghuvamga® The Riu-samhüra gives a 
moving account of the six:seasons. It reveals not only Kalidasa’s 
vision of nature’s beauty but also an understanding of human 
moods and desires. In Sakuntala, when the curtain rises, 
akuntala and her two friends are seen watering the plants, 
creepers and trees of Kanva's hermitage where the stars and 
colours in the Sky, the pretty flowers and the lively animals 
are vital parts of human experience. Sakuntala does not look 
upon nurturing the plants as a drudgery but finds joy in it: 


na kevalam tdta-niyogah asti mamapi sodara-sneha etesu 
“—not merely because my father has ordered it, I also have : 
fraternal affection for them.” 


For Kalidasa rivers, mountains, forests, trees possess a con- 
scious individuality as animals, men and gods. 


Sakuntala is a child of nature. When she was abandoned `: 
by her aziánusi mother, Menaka, the birds of the Sky pick her 
up and rear her until the’ sage Kanya takes her under his 
fostering care. Sakuntalà tended the plants, watched them 
grow and bloom, and the occasions when they. burst into 
blossoms and bore flowers and fruits were celebrated as festive 
days. Like a loving mother Sakuntala reared up her pet 
animals and plants. No wonder they responded. On the occa- 
sion of Sakuntala’s wedding, trees sent their gifts, forest deities 
showered their blessings and cuckoos cooed aloud their joy- 


43. II. B 
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The hermitage was filled with grief at the prospect of 
akuntalà's departure. The deer drop their mouthfuls, the 
peacocks stop their dancing and the creepers shed their leafy 
tears. Kanva says of her: 


patum na prathamam vyavasyati jalat yusmasu apitesu ya 
nàdaite priyamandanapi bhavatari snehena ya pallavam 
ädye vah kusuma-prasiti-samaye yasya bhavaty-utsavah 
Seyam yati sakuntala patigrham sarvair anujiiayatam 


“She who never tries to drink water first when you have not 
drunk, who, though fond of decoration, does not out of affection 
for you pluck a blossom, whose great joy is at the period of 
the first appearance of blossom, even that Sakuntala now 


departs to the house of her husband, let her be permitted by 
you all,’ 


When Sita who is cast away weeps in the forest, the 
peacocks abruptly stop their dance, the trees shed off flowers, 
and the female deer throw away the half-chewed darbha 
grass from their mouths : 


nrlyam mayurah kusumani orksah darbhan upattàn ‘vijahur 
harinyal. 

tasyah prapanne sama-duhkha-bhavam  atyantam | ásid 
: rudita vane pi. 

Kalidasa takes up an object and creates it to the eye. He 


had'a strong visualising power. Look at the vivid description ` 


‘of the flight of the antelope which Dusyanta pursues to the 

hermitage : 

grivadbhangabhiramam muhur anupatati syandane baddhadrstih 

pascardhena pravistah $arapatanabhayad bhiyasa purvahàyam 

darbhair ardhavalidhath sramavivria-mukha-bhramsibhih 
kirnavartma 

pasyodagraplutatuad viyati bahutaram siokam urvyam prayati 


“His glance fixed on the chariot ever and anon he leaps up 


gracefully bending his neck; through fear of the arrow’s fall 
he draws ever his hinder part into the front of his body; he 


* strews his path with the grass, half-chewed, which drops from 


4$. IV. 9. 
44, R. XIV. 69. 
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his mouth opened in weariness; so much aloft he bounds that 
he runs rather in the air than on earth.” 


Kālidāsa’s knowledge of nature was not only accurate but 
Sympathetic. His observation was wedded to imagination. His 
descriptions of the snows of the Himalayas, of the music of 
the mighty current of the Ganges, of the different animals illus- 
trate his human heart and appreciation of natural beauty. 


No man can reach his full.stature until he realises the 
dignity and worth of life that is not human. We must develop 


Sympathy with all forms of life. The world is not made only 
for man. 


Love 


The love of man and woman attracted Kalidasa and he 
lavished all his rich imagination in the description of the diffe- 
rent kinds of love. He does not suffer from any inhibitions. 
His women have a greater appeal than his men; for they reveal 
a timeless universal quality, whereas the men are dull and 
variable, They live on the surface while the women suffer 
from the depths. The competitiveness and self-assertion of the 
man may be useful in the office, factory or battlefield, but do 
not make for refinement, charm and serenity. The women keep 
the tradition alive with their love for order and harmony. 


When Kalidasa describes feminine beauty, he adopts the 
conventional account and falls into the danger of sensuous en- 
grossment and sometimes over-elaboration. In Megha-duta, 
the Yaksa gives a description of his wife to the cloud: 

76777, $yàmá, Sikharidasana, pakvabimbadharosthi, 

madhye ksama, cakitaharini-preksand, nimnanabhih 

$romi-bhàrád alasa-gamand, stokanamrd stanábhyàm, 

ya tatra sydd yuvativisaye srstir adyeva dhátuh. 


“There she lives who is, as it were, the first creation of Brahma 


amongst women, slim, youthful, with pointed teeth, with lower 
lip red like a ripe imba fruit, thin at the waist, with her eyes 


45, See M. II, 61; IV, 15. A. W, Ryder observes: “He moved 
among men and women with a serene and god-like e 
neither self-indulgent nor ascetic, with mind and senses 
alert to every form of beauty."— Translation, p. xiii, 


878... &.. >). ७ 2. UU S: ५ 
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like those of a frightened female deer, with a deep navel, slow 
in gait on account of heavy hips and bending a little low by 
the weight of her breasts.’ : 


See also the kings's description of Malavika in II. 33 


dir ghàksam garadindukantivadanan baht natavarsayoh 
samhsipiam nibidonnatastanam urah parsve pramrste iva 
madhyah panimito’mitam ca Jaghanam padavaralanguli 
chando nartayitur yathaiva manasi slistam tathasya vapuh 


“Her face has long eyes and the lustre of the autumnal moon, 
the arms slope down by the shoulders. Her chest is compact 
with thick and swelling breasts; her sides are (smooth) as 
though planed off. Her waist is measurable by the palm of 
‘the hand, her hips are broad, the feet have curved toes 
and her body is fashioned to suit exactly the fancy of the 
mind of a dancing master." 


: He gives us here a pen-picture of a typical dancing girl 
Which may well make a painter envy.“ 
In the gallery of women Kalidasa presents, we have many 


interesting types. For many of them the conventional pretences 
' and defences of Society did not work. Their sensitive natures 


were not adjusted to social expectations. Their conflicts and 
tensions called for integration. The men felt certain and were 
secure, They accepted polygamy as the normal rule, But 
Kalidasa’s women had imagination and understanding and so 
were victims of doubt and indecision. Asa rule they were not 
fickle but. trustful, sincere and loving. 


46, In Sragara-tilaka, sometimes attributed to Kalidasa,we find the 
following :— 
indivarena nayanam, mukham ambujena 
kundena dantam, adharam nava-pallavena | 
angini campakadalaih sa vidhaya vedhih 
kante katham ghatitavan upalena cetah 
“Having made your eyes of blue lotuses, your face of a lotus, your 
teeth of jasmine, your lower lip of tender shoot, your limbs of 
the petals of the Campaka, O-beloved, how did the Creator make 
* * your heart of stone?” : 
na See also M, TII. 7, the description of Parvati in K. and of Urvagi 
in F, 
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In Raghuvaiiga King Dilipa lives the highest ideal of 
family life with his queen Sudaksinà. Agnivama, the last king 
in the Raghuvaméa is a prey to lust and degradation. In between 
are Raghu, Aja and Indumati, Dagaratha with his. three queens, 
Rama and Sita and many others. Indumati married Aja in a 
Svayawara choosing him from among a number of suitors. 


Love is deepened by hardships and sufferings borne for 
the sake of love. It grows a hundred-fold in its intensity. by 
obstacles to its realisation éven as the current ofa river blocked 
on its way by uneven rocks (flows with greater force) : 

nadyá iva pravaho visama-&ilà-sankata-skhaltta-vegal. 
vighnita-samagama-sukho manasi-&ayah ¢ata-guro bhavati. 48 


Even in the absence of fulfilment, the yearning gives all the 
joy that love means: 


akrtarthe pi manasije ratim ubhaya-prarthana kurute.” 


The pathos of separation finds poignant expression in 
Megha-dita, in Rati-vilapa® and in Aja-vilapa” 

Love happy in union is found in Vikramorvasiya.® 

In Milavikdgnimitra, the queen is called Dhàrini because 
she bears everything. She has dignity and forbearance. When 
Malavika attracts the notice of the king in a dance scene which 
the clown has contrived, she rebukes the king in words of harsh 
satire that such efficiency would be of advantage if shown in 
affairs of the state: yadi rajakaryesv-api idrsi upàüyanipuna- 
taryaputrasya tatah sobhanam bhavet. When her husband's 
affection shifted to Iravati and then to Malavika, her devotion to 
him persists. ‘The pfarivrdjikd, Kau$iki observes: “These 
noble women attached to their lords serve them even though it 
‘be against their own desires " : 


pratikilenapi patim sevante bhartrvatsalahk sádhoyah. 


48. V. III 8, 

49. S. II 1, ; 

50. K. IV. See also Megha-data 55; V. IIT. 10. 
51. R. VIII. 

52. TII. 19-20, 

53, 1. 19-20, ` 
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By a series of misfortunes, Kausiki is led to the ‘religious 
life. She comforts and distracts the mind of Dharini. ; Though 
a nun, she is an authority on the dance and the cure for snake- 
bite, ; 


Iravati is passionate, impetuous, suspicious, demanding 
and dictatorial. When she was abandoned in favour of Malavika 
by the King, she bitterly complains and rebukes the King in 
harsh words: “How immodest of feeling is my lord ?" aho 
avinita-hrdayo’ yam dryaputrah. ‘You wicked one, you are 
absolutely untrustworthy’: satha, avisvasaniya-hrdayo'si. “Oh ! 
these men are untrustworthy by nature, We, like innocent 
deer snared by the music of the hunter, fall victims to their 
deceitful words and do not understand." 

aho avigvasaniyah Burusáh. ८४५८८४० vaitcand-vacanam 

pramanikrtyaksiptaya vyadhajana-grhita-cittayà 

harinya iva etan na vijlüatan maya. 


Agnimitra’s love for Malavika is of the sensual type. The 
king is fascinated by the beauty and grace of the maid. 


In Vikramorvasiya, we have a blend of the human and the 
super-human. The Queen Auéginari is first restless and 
petulant. When she finds that Urvaéi is a heavenly Afsaras, 


she acquiesces in her lot. The Queen Ausinari is portrayed as 


the ideal Hindu wife who gives up her own happiness for that 
of her husband. The clown remarks whether she was not 
making a virtue of necessity, Spitting out sour grapes on the 
principle abhdve viraktih. She rebukes the clown: “ Fool, my: 
lord is so dear to me that even at the risk of putting àn end 
to my pleasure, I wish him all happiness.” aha khato 
Gimanah —su&havasanenaryafulra:h nirvrtagarivam kartum 
tcchamt. She lived on friendly terms with Urvaéi and the 
Queen's attitude had its reward-and Urvasi pays her respect 
and precedence. Urvasi asks her son to bow to the elder mother 
before entering on the second stage of the householder—efi, 


54, TII. 19-20. , 

55, III 18, 27-28. The Bengali heroine Mālañcamāla whose husband 
had married a second time and left her unloved and forgotten 
says: "Though I die now and become a bird or a lesser creature or 
whatever befall me, T care not; for I have seen my darling happy. 
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०८7४८, jyestha-málaram abhivandasva. Urvaśřs character is 
somewhat removed from normallife. She has power to watch 
her lover unseen and overhear his conversations. She is lacking 
in maternal affection, for she abandons her child rather than 
lose her husband. Her love is selfish and her transformation 
is the direct outcome of a fit of insane jealousy. 


Purüravas sings in rapturous terms of love and says that 
the sovereignty of the world is not as sweet, as blissful, as the 
lover's labour at the feet of the beloved. The world is dark 
and desolate to whom love is denied but it is bright and 
blissful to love triumphant. 


Goethe’s lines about Sakuntala are well-known: 
“Wouldst thou the young year’s blossoms 
and the fruits of its decline, 
And all by which the soul is charmed, enraptured, 
feasted, fed, 
Wouldst thou the earth and heaven itself in 
one sole name combine ? 
I name thee, O Sakuntala, and all at once is said.” 


In this play we have the development of blossom into 
fruit, of earth into heaven, of passion based on physical attrac- 
tion into love based on moral beauty and spiritual under- 
standing. Sakuntala inherits from her mother Menaka, beauty 
and lightheartedness, and from her father Visvamitra, the 
famous ascetic, patient and forgiving love. Freedom of sense 
and austerity of life brought her into being, In her own life the 
two, freedom and restraint, earth and heaven should combine, 


In the first Act we find all the impulsiveness of youth. 
The daughter of the hermitage in the first outburst of passion 
gave herself away in simple innocence and complete trust to the 
King. She followed the unsuspecting path of nature as she 
had not learned to control her feelings and regulate her life by 
norms : 


gàndharvena vivdhena bahvyo rajarsikanyakah 
$rüyante parinitas tah pitrbhis cabhinanditah 


56. III. 19. 
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“Many daughters of royal sages are heard to have been 
married by the Gandharva form of marriage and they have 
received the approval of their fathers.” Kanva when he hears 
of the marriage blesses it. Kalidasa in verses of tender sorrow 
describes her departure from the hermitage to her husband’s 
Place. The very trees bid farewell to Sakuntala in loving kind- 
ness. Kanva is filled with sorrow: i 


Jasyaty adya t akuntaleti hrdayam samsprstam utkanthayā 
hanthah stambhitabaspavrttikalugas cintajadam darsanam 
vaiklavyar mama tavad idr$am 7070 snehád aranyaukasah 
Pidyante grhinah ८7770 nu tanaydvislesaduhhhair navaih. 


“At the thought that Sakuntala will leave this very day 
my heart is smitten with grief, my voice is choked with sup- 
Pressed tears, my sight is dulled by anxious thought. If so 
great is the affliction through affection of even me a forest- 
dweller, how much‘ more are householders tormented by fresh 
griefs at separation from their daughters.” 

Kanva gives her advice : 


8८87८8550८ gurun kuru priyasakhivrttine sapainijane 

bhartur viprakrtapi २०४८९८८७४८ ma sma pratipam gamah 

bhiyistham bhava daksina parijane bhag yesv-anutsehini 

Janty ८०८७ grhinipadari Juvatayo vamah kula- 

syddhayah. 8 

“Serve your elders, take to the behaviour of a dear friend 
to your co-wives. Even though wronged by your husband, do 
not, out of anger, be of refractory spirit ; be ever courteous to 
your attendants, do not become arrogant in prosperity. Thus 
do young women attain the status of housewife ; those of an 
opposite character are banes of the family." 


Dusyanta, through forgetfulness for which the poet does 
not make him responsible, does not recognise her. He Says that 
‘he should not look at another's wife: aniroarnaniyam para- 


57. IIT, 22, See Manu III, 22. Itisa marriage arising from love 
kamasambhava or mutual inclination, anyonyeccha of a youth 
and maid. It is concluded without any rites and without the 
knowledge of the elders, 

58. 8. IV. 18, 
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halatram. ' Sakuntalá suffered the worst that could happen to 
a devoted wife: She is disowned by her husband and dis- 
graced. Her mind becomes vacant and she stands there lonely, 
filled with terror, anguish and despair. The poet narrates her 
endurance of desertion, her fortitude in suffering, her later 
disciplined life till she is.restored to her husband. Love is 
not a mere affair of the senses; it is a kinship of spirit. 
Both Dusyanta and Sakuntala suffered, were disciplined by 
Sorrow, and obtained the reward of a spiritual harmony. The 
youthful flush subsides; the gust of passion dies out. Love is 
won at a higher level and the brief glow of pleasure is turned 
into a steady life of bliss. Passion is linked with the sanctities 
of life. Nature and grace blend in harmony. 


Kalidasa does not judge the first union of lovers as a moral 
lapse. They are not sinners but they have to grow through 
suffering. ) 

When Parvati approached Siva performing tapas with the 
object of marrying him and started to serve him in different 
ways, Siva was unmoved. 

pratyarthibhitam api tat samadheh 

susrusamanam giriso numenc 

vikarahetau sali vikriyante 

yesam na ८९४८५७७ ta eva dhirdh 
The marriage of the two was essential for the birth of 
Kumara, who would save the world from the terror and destruc- 
tion which the demon Taraka was forcing on it. So Indra sent 
the god of love, Kama, to disturb the concentration of & iva, 
When Kama approached Siva, the latter was sitting with closed 
eyes, his senses withdrawn in samādhi, still like a rainless cloud, 
like a waveless ocean, like an unflickering flame. 

avrs-samrambham twambuvaham apam ivadharam 

anutiarargam 
antascaranam marutam nirodhannivataniskampam iva 
pradipam.® 
When Siva was disturbed somewhat, he opened his eyes and 
fire flashed from his third eye and reduced Kama to ashes. In 
the meantime Parvati felt that her beauty was of little use: 


59. III. 48. 
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wyartham samarthya lalla vapur dtmana& ca? 

She decided to win Siva through the penance of the type in 
which Siva himself was engaged : 

iyesa sa kartum avandhya-rupatam 

samüdhim asthàya tapobhir atmanah.™ 
She wished to win Siva not through the attraction of her 
body but by the ‘surrender of the heart. She lost her faith in 
artha and kama but believed only in dharma. 

anena dharmah savigesam adya me trivarga-sarah 

pratibhati, 
When she was told about the oddities of Siva, she rebukes 
the Brahmin interlocutor with the words that the peculiar con- 
duct of great souls and its causes are inscrutable and the 
fools unable to understand them laugh at them. 
alokasdmanyam acintya-hetukam 

dvisanti mandas caritam mahātmanām® 
The ridiculing Brahmin turned out to be Siva himself. He 
said to Uma: 

“‘From this moment, O shy maiden, I am your slave, 
bought by your penance.’ So spake he whose crest is the moon 
and straightway all the fatigue of her self-torture vanished. So 
here is it that fruitful toil feels as if it never had been.” 

adya prabhrtyavanatangi tavasmi dasah 

Arias tapobhir iti vadini candramaulau 

ahnaya sã niyamajam klamam utsasarja 

Ale&ah phalena hi punar navatatr vidhatte 


The truth illustrated here is that love born of sense attrac- 
tion should be transformed into love based on austerity and con- 
trol. While striving to reach heaven, both Parvati and 
Sakuntalà had to skirt the edge of the abyss. 


60. IIL. 75, 
GL: "VS : ४ à 
62. V. 38. Cf. * To me there is no joy in that union where the two 
are not equally ardent for each other." 
anatwrotkanthitayoh prasidhyata samügamendpi ratir na mam prati 
paraspara-prapti-nirüsayor varam Sartrdandso’pi samanwragayok 
Me TIT. 15, 
6357. 75. 
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Sex life is not inconsistent with spiritual attainment. Wild 
life or unrestrained passion is inconsistent with it. Sex life under 
law and restraint is spiritual in character. One can lead the 
life of a householder and yet be a hermit in temper. The 
Upanisad says: enjoy by renunciation, 2707720706 bhuiijithah. 


The goal of life is joy, serenity and not pleasure or happi- 
ness. Joy is the fulfilment of one’s nature as a human being. 
We must affirm our being against the whole world, if need be. 
When Socrates was condemned to death or when Jesus was 
crucified, they did not take death as defeat but as fulfilment of . 
their ideals. The aim of love is a happy harmony of man and 
woman. The concept of ardhandrigvara brings it out The 
wife does not belong to the husband but makes a whole with 
him. The wife is the root of all social welfare. 


hriyanam khalu dharmyámámw satpainyo mila-kadranam. 
The wife is the saha-dharma-carini. 
iyat corvasi yavadáyus tava sahadharmacarini bhavatu. 


She is with him in the performance of all his duties, Indu- 
mati was to Aja, a housewife, a wise counsellor, a good friend, 
a confidante and a beloved pupil in learning the fine arts. 


grhini sacioah sakhi mithah priyasisya lalite halavidhau. 


Kalidasa believes that marriage is fulfilled in parenthood. 
The physical attraction is sublimated through suffering caused 
by misunderstanding, separation, desertion, cruelty etc. and 
attains its fulfilment in the child. The marriage of Siva and 
Parvati was brought about for the birth of Kumara. This 
country is named after Bharata, the son of Dusyanta and 
Sakuntals. In Raghuvaméa, it is said that the love of Dilipa 


and Sudaksinà attained increase when it was shared by the son 
also: 


64, See R. I. 56. svàhayeva havirbhujam, K, 1.50. premna 
Sarirürdhaharàm harasya, 


65. V. V. 19-21. 
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rathanganamnor iva bhavabandhanam 
babhiva yat prema parasparasrayam 
vibhaktam apy-ekasutena tat tayoh 
parasparasyopari paryactyata®® 


In Raghuvaméa III. 23, Kālidāsa says that Dilipa and 
Sudaksina rejoiced in the birth of their son even as Uma and 


iva were gratified by the birth of Karttikeya, as Saci and Indra मं 


y the birth of Jayanta." The marriage of Dusyanta and 

kuntala found its fulfilment in the birth of their son Bharata. 
The birth of Kumara was the main aim of the marriage’ of Siva 
and Parvati. Kalidasa loves children as it is evident from his 
descriptions of Bharata, Ayus, Raghu, Kumara. 


For Kalidasa the path of wisdom lies in the harmonious 
pursuit of the different aims of life and the development of ah 
integral personality. He impresses on our mind these ideals 
by the magic of his poetry, the richness of his imagination, his 
profound knowledge of human nature and his delicate descrip- 
tion of its most tender emotions. We can apply to him the 
words of Miranda in the Tempest : i 


O Wonder, 
How many goodly creatures are there here! 
How beauteous mankind is! O brave new world, . 
That has such people in't. 


S. RADHAKRISHNAN 


66. R. III, 24. E 
: 67. uma-vrsanrkau śara-janmanā yatha yatha jayantena $aci-purandarau 
४०८७७ nrpak sd ca sutena müagadhi nanandatus tat-sadráena tat-samau.. 
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EDITOR’S INTRODUCTION 


I. CRITICAL APPARATUS 


A: Preliminary(1-4); 1. Vikramorvagiyam of Kalidasa 
is often published; but the editions of Bollensen and Pandit 
alone give a critically edited text of the drama. The former 
has used four manuscripts, while the latter has carefully collated 
eight different manucripts for his edition. Both have made use of 
Rahganütha's commentary, but Pandit had also the advantage of 
getting a manuscript of Katayavema’s commentary on the play. 
In the present Sahitya Akademi edition, I have made full use of 
both these good editions; but I am particularly lucky in getting a 
manuscript of one more commentary. This commentary was 
composed by one Koneávara who describes himself as Maho- 
padhyaya in the colophon, The ms. consists of 72 folios and 
18 written in Bengali characters. The commentary is exhaus- 
tive, sometimes even more helpful than that of Ranganatha, 
particularly in the IVth Act, where it gives all the Prakrit stan- 
zas and explains them in detail, giving quotations from diffe- 
rent sources in support of its explanations. I have also con- 
Sulted the old Calcutta edition of Jivanand Vidyasagar (1873) 
and another from Bombay, printed on a Litho Press and evi- 
dently based on a single manuscript (1859). I have derived 
Whatever help I could even from Foulkes’ ‘Complete collection 
of various readings of the Madras Manuscripts’. On a careful 
Study of all this material, I have come to the conclusion that 
the drama exists in two different versions, one containing the 
Prakrit stanzas in the IVth Act and the other being without 
them. In the other Acts too, the two versions slightly differ 
from each other; but the difference is not material and ‘often 
amounts to a mere mode of expression. Yet it is possible to 


distinguish between the two groups: one which may be called 
5 


o 
ə 


XXXIV VIKRAMORVASIYAM 


the Bollensen Group and the other which may be designated 
as the Pandit Group of manuscripts. In the latter, there are 
two mss. designated by Pandit as K and U, which appear to 
belong to the Bollensen Group, both from the variant readings 
which they offer and from their inclusion of the Prakrit stanzas 
in the IVth Act. I have re-examined one of these, namely U, 
which is now at the BORI, Poona, and I found that it stands 
half way between the two groups. In the earlier Acts it 
mostly agrees withthe other manuscripts of the Pandit Group, 
but in the last two Acts, particularly in the IVth, it almost 
agrees with the mss. of the Bollensen Group. I also found 
that in some cases Pandit has not fully recorded the variant 
readings from this ms. and this is so more in the IVth Act. 
l have, therefore, once more gone through it and recorded 


its readings where necessary, indicating this addition by the 
abbreviation Pu. 


2. In reconstituting the text, I have generally followed the 
careful selection of readings made by Pandit, especially where 
I found that the readings were.supported by a clear majority 
of his manuscripts. But sometimes, I have adopted the vari- 
ants offered by the Bollensen Group, particularly when they 
are supported by 3 or more of Pandit’s manuscripts. In most 
cases I have reported the readings of a Group rather than those 
of individual mss., but in doing so I have neglected to report 
smaller variations, especially those in the case of the Prakrit 
words, as well as the additions or omissions of single words, 
noticed among the mss. of the same Group. But a more seri- | 
ous difficulty which I experienced in making my selection of 
readings, was in the case of the Prakrit words; and Prakrit is 
employed for nearly two-thirds of the drama by the poet. I 
was in favour of following the directions of Pischel's Prakrit 
Grammatik ; but in some cases I found that his directions were 
against the reported evidence of the majority of the mss. in 
both the Groups together. Thus I have retained non-nasalised 
forms of instrumental singular of a ending nouns, as also ९००७ 
(for jevva which Bollensen has adopted throughout) and adop- 
ted the readings which show # for the original bh and th. 
A clear option is allowed in this latter case by Hemacandra, 

abdanugasana 8.1.187. As regards evva, Hemacandra prescri- 
bes yevva only ( 8.4.280 ) and it is possible that it was changed. 
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to jevva later. In other cases I have followed Pischel, parti- 
cularly so when the reported evidence of the mss. was favou- 
rable, or even when it was uncertain.! 


4 


3. In using the Complete Collection of Foulkes I had to 
be very cautious, as the source as well as the nature of the mss. 
which he collated for this purpose are unknown. Nothing 
beyond the Abbreviations is known about these mss., which 
again are not entirely South Indian. I have discovered that 
Foulkes has exhaustively recorded the readings mentioned in 
their editions by Bollensen and Pandit, respectively under the 
Abbreviations Bn and Be, mentioning in each case the mss. by 
means of theabbreviations used by them. He has probably 
done this also in the case of other printed editions from Bombay 
and Calcutta. In his main text he seems to have generally 
followed Pandit and I have often referred to his text by the 
abbreviation Ft., assuming that his selection was based upon 
the usual considerations of critical editing. When I found that 
a reading recorded by me was supported by 5 or more of his 
mss., I have indicated this by the abbreviation Fm; otherwise, 
by merely using a figure showing the number of the supporting 
mss. after the abbreviation F. I have generally followed this 
Same method in the case of Bollensen's and Pandit's mss., 
indicating only the number of mss. (and not the abbreviations 
used by them), which Support a reading reported in the foot— 
notes by me. I have referred to Bollensen’s text by Bt. when 
all his mss. seem to support it; I have not done this in the 


case of Pandit, since as stated above, I am broadly following 
it in my edition. 


4. Igladly express my sincere thanks to the authorities of 
the Sahitya Akademi for giving me this opportunity to study 
the drama more closely once again. I express my great 
indebtedness to both Pandit and Bollensen whose editions were 
of immense use to me and also to Drs. Kane, De, Gode and 
Raghavan for helping me in various ways. I gratefully record the 


1. Imay however, point out that I have followed Pischel in adopt- 
ing bhodi and bhodu in the Sauraseni, even though out of the 
50 cases for 8 occurrences of the forms, they are supported only 
in 14 cases in Pandit's mss, kodi and hodu being supported in 
the remaining cases. 
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willing and material help which I received. from my colleague 
Dr. Bhayani in connection with the Prakrit and the Apabhramsa 
Stanzas in Act IV. I also thank the Authorities of the 
Bhandarkar O. R. Institute and the Asiatic Society of Bengal 
for lending me the manuscripts from their libraries. My special 
thanks are due to Dr. Dandekar, Hon. Secretary, Bhandarkar 
O. R. Institute and Dr. Kane for allowing me to make use 
of the printed but unpublished pages of the History of 
Dharmasastra. 


B. The material (5): 5. The following is the material 
used by me for the present edition :- 

A: A ms. of the drama from the Bhandarkar Oriental Re- 
Search Institute, Poona, ( No. 103 of 1919-1924). This 
is in the Telugu script and extends only upto a portion 
of Act IL I got a Devanagari transcript of it prepared 
for my use, 


An. This refers to the variants offered by the different works 
on the Alainkara Sastra and the Anthologies consulted 
by me. A List of these is given on pp.139-140. 

B. Bt; B,; 39; etc. Bollensen's edition of the drama, pu- 
blished at St. Petersberg, 1846. See para 3 above. 
D. Pischel's edition of the drama in the Dravidian recen- 


Sion: Published in a supplement to the October Number 
of MKAW., Berlin, 1875. 

F. Ft;Fm;F,;etc. Foulkes’ Complete Collection of various 
readings of the Madras Manuscripts: Vol. IV, Madras, 
1907. See above para 3. : 

K. Charudeva Shastri's edition of the drama, Lahore, 1929. 
This contains the same text as that in Pandit's edition, 
but is accompanied by the commentary of Katayavema, 
There are very few differences between Pandit's text 
and the text on which Katayavema has commented. 
These are noted in the foot-notes by the editor, 


Kn. This is a ms. of Konegyara’s commentary on the drama 
written in the Bengali script and preserved in the library, 
of the Asiatic Society of Bengal. I secured a Devanà- 
gari transcript of the same through the kindness of the 
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Librarian. This commentary has not been noticed so 
far, except in the Descriptive Catalogue of Sk. mss. of 
the Society, Vol. VII. No. 5285. 


M. A Litho Press Edition of the drama printed in Bombay 
in 1859. It is obviously based upon a single ms. which 
the editor had secured for the purpose. 


P: Pr; P2; Pu; The third edition of the drama, critically 
edited by S. P. Pandit and published in the Bombay 
Sanskrit Series, No. XVI, Bombay, 1901. Pu refers to 
the ms. designated as U by Pandit, which I have 
examined again; I have noted the readings from this 
ms. very rarely and only when I found that Pandit had 
neglected them through oversight. For the rest, see 
above para 3. 


R: The edition ofthe play with the commentary of Raüga- 
natha, published by the Nirnaya Sagar Press, Bombay, 
1925. This has been examined again by comparing it with 
a ms. of the commentary in Devanagari characters from 
the Government Mss. Library, Madras, No. D. 12676. 
RI. rarely used, signifies the variant reading noted by 
Rahganàtha in his commentary. 


V: An edition of the drama published by Jivanand Vidya- 
Sagar, Calcutta, 1873. 


Besides these I have also consulted the edition of the 
drama by R. Lenz. This contains translation and notes in 
Latin and was published at Berolini ( Italy ), 1833. 


C: Method of Citing (6); 6. I have followed the method 
of citing the prose and metrical portions of the play as enunciated 
first by Lanman in his Prefatory Note to the H. O. S. edition 
of the Sdkuntala, 1922. The metrical parts are cited by Act, 
and by Pada, the Pada being indicated by a, b, c or d as the 
case may be. The prose lines between any two consecutive 
Stanzas are numbered from the prior to the latter stanza, 
starting always anew from the prior stanza. A given line is 
cited by the number of the Act, the number of the prior stanza 
and the number of the line as counted from the said prior 
Stanza. If there is no prior stanza (i. e. if the Act begins 
with prose), a zero is put in place of the number of the stanza. 


Il. THE DRAMA: ITS STORY AND CHARACTERS 


A: Story of Urvaéi and Purüravas (7-12) 7. The story 
of Urvasi and Purüravas is found both in the Vedic and the post- 
vedic literature. Its Vedic version as found in the Rgveda 
(X. 95) and the Satapatha Brahmana (V. 1-2, ), which latter 
is an elaboration of the former suited to ritualistic purposes, 
is the oldest literary form of the story and has served as the 
basis for the epic and Puranic versions of it. The Rgvedic story 
as can be reconstructed from the hymn X. 95, may be summa- 
rised as follows :1—Urva$, a celestial Apsaras, fell in love with 
a mortal, namely, King Purüravas, who reciprocated with great 
ardour. The nymph agreed to go and stay with the king for 
a while, but laid down certain conditions, the violation of 
which would leave her free to abandon him. The conditions 
Which are elaborately mentioned in the later versions of the 
Story, can only be inferred from the wording of the hymn.? 

er friends the Gandharvas, so arranged the matters after 
a certain period of her absence, that the king could not but 
violate the conditions. According to her stipulation Urvasi 
left the king, totally impervious to his pleading. The king 
tried to appeal to her motherly feelings in the name of 
his child which she was carrying in her womb ( vv. 12-13), 
and also as a last resort attempted to win her back by 
threatening her that he would otherwise kill himself either 
by throwing himself over a precipice or before a pack of 
hungry wolves (vv. 14-15). Urva& was however, more 
than a match for him and plainly told him that he should 
not die that way for nothing, as there was no hope of winning 
the heart of an unwilling woman. She bluntly concluded by 
observing that friendship with women was unreliable and. that 
they have the hearts of wicked wolves (v. 15). The story 
ends tragically with a vague promise from the gods, conveyed 
by Urvasi, that King Purüravas would be happy in the other 
world (v. I8). 


8. The version of the story as given in the Brahmana goes 
a Step further and says that Urvaéi slightly yielded before the 


2. Her pets, the Jambs, in v, 3 3 ghee as her food in v. 16; approach 
to her only on her desiring for it in v, 5. 
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laments of the king and promised to be with him only for a 
single night at the end of the year. During this ह night she 
suggested to the king that next morning when the Gandharvas 
would arrive to take her away, he should request them to 
Show him the way by which he too could become a Gandharva 
like them so as to be able to enjoy her company for ever. 
This way, according to the Brahmana, was to worship the 
Fire produced from the fire-sticks prepared from the Asvattha 
tree on which a Sami plant had grown. The Rgvedic version, 
which does not concede even a night's stay with Urvasi to 
Purüravas after their separation, is preserved in the two se- 
condary Vedic versions’, namely, those of the Brhad Devata 
and the Sarvanukrama (according to the commentary of 
Sadguruéisya). The difference between the two, however, is 
that in the former Indra figures and being jealous of Purüravas, 
asks his Vajra to destroy Urvasi’s love for him, while in the 
latter he does not appear at all. Further, there is no mention 
of any curse to any one of the lovers in the former, while in 
the latter, a curse by Mitra-Varuna to Urvaéi is mentioned, 
owing to which she had to go to the earth and for freeing herself 
from which she lived with Purüravas on certain conditions. 
On the other hand, the Bráhmana version together with its 
ritualistic appendage is preserved in the epic and most of the 
Puranict versions of the story. 


9. Gradually, however, an attempt was being made to 
motivate the celestial nymph’s leaving her home and going 
down to the earth to live with a mortal for a few years. The 
favourite motif of a curse came handy and was utilised by the 
epic and the Puranic story-tellers to account for that event. 


3. Brhaddevaté VII. 140-147 ; Sarvanukrama on Ry. X. 85. 

4. Harivariia 26. 13-49; Agni Purana 215. 12-14; Devi Bhagavata 
I. 13. 7-33; Padma Purana, Srstikhanda 12. 62-86; Brahmanda 
Purüna TIT. 66. 1-19; Bhagavata Purana IX. 14-47; Matsya 
Purana 24. 10-32; Vayu Purina, Uttarürdha 29. 1-45; Visnw 
Purina IV. 6. 34-94 3. Visnudharmottara Purina I. 129-137 
(Adhyayas). It is also given in the Kathásaritsagara IIT. 4-30 ; 
for the relative dates of the Puranas see Kane, History of Dharma- 
astra V ol. 5, pp. 852-855 ; 887-912, 
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According to some* of them the curse was of Brahman, the 
cause being untold, while others maintain that it was the curse 
of Mitra-Varuna® or of Tumburu? which brought it about. Inall 
the three cases the curse is only external to the love-story, having 
-practically nothing to do with the progress of the romance. 
Yet there are two Puranas, the Matsya and the Padma, which 
represent the curse itself as due to the depth of the heorine's 
love and thereby make this latter appear as her sincerest 
feeling devoid of any tinge of animal passion. Naturally these 
two. Puranas drop the conditions altogether ; but curiously, they 
drop even Indra's association with the affair in all its stages. 
Of the remaining story-tellers somes openly admit the purpose 
of the conditions laid down by Urvasi for her stay to be 
an escape from the curse which compelled her to stay on 
earth, while others? are silent about it and merely reproduce 
them without any remarks, There is, however, one among these, 
namely, the Visnudharmottara, which tells us that it was Narada 
who compelled her to Jay down the conditions under the 
threat of a curse, while the Bhagavata turns the conditions 
into mere requests. As regards the machinations which lead 
to the violation of the conditions and the consequent abandon- 
ment of the lover by the nymph, there is a general agreement 
among the Puranic story-tellers that these were planned by her 
friends, the Gandharvas, led by Visvavasu” or Ugrasena™, 
either with or without her knowledge and consent. Indra is 
introduced as their supreme lord in some, but he is made to 
play only a secondary role. The two Puranas, the Matsya and 
the Padma, which as said above drop the conditions altogether, 
nevertheless, introduce a curse from Bharata to Urvasi (that 
She would be transformed into a creeper and remain on the 


5. Dew Bhégavata, Brahminda and Vayu Puranas. 
6. Bhagavata and Visnu Puranas and Sadguruéisya's account of 
the story on the Barvanukrama, 
Visgudharmottara, Purana; 
4-30, 
8 Devt Bhagavata and the Brahmanda Puranas, 

- Brhaddevata, Visnu and Visnudharmottara P. 
40, According to Harivarsa, 

Purünas. 

11. Visnudharmotiara Purdána alone mentions Ugrasena. 


T 


but also see Kathüsaritsagara TII. 


UTENAS, 
Devi Bhāgavato, Vayu and Vigne 
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earth), for blundering in her abhinaya or acting while playmg 
the part of Laksmi in the Laksmisvayativara at the sight of 
Purüravas, who was invited as the chief spectator by Indra 
for the occasion. They thus motivate her fall from the heaven 
and also introduce the incident of.her rescue by Purüravas 
with the help of the Vayavya astra, while she with her friend 
Citralekha was being carried away by the demon Kesin, thus 
laying a foundation of gratitude for her love to the king. 
They further supply a motive for the king's sufferings by re- 
presenting that he was cursed by Kama who, we are told, felt 
offended at the greater respect shown to Dharma by the king, 
when they had equal claims to his hospitality as his guests. 
The curse was that he would be separated from his beloved 
Urvasi and wander in madness in the Kumara Vana on the 
mountain Gandhamàdana for some time. It is significant that 
they do not associate Indra either with the progress of the 
love affair between Urva$i and the king or with its culmination; 
yet their intention to soften down the character of Urvasi is 
quite evident.  Visnudharmottara Purana too has made a 
similar attempt, but it is rather clumsy. It mentions the 
conditions, but represents them as being imposed at the insis- 
tence of Narada under the threat of a curse, as mentioned 
above; but then Urvagi is described as feeling very uneasy in 
his absence after she had to leave the king owing to the 
violation of the conditions, and as requesting Narada to permit 
her to visit him only for a night. At the end of the night 
she is said to have advised the king to propitiate the Gandha- 
rvas as in the Brahmana version of the Story given above in 
para 8. This Purana too, does not mention any association 
of Indra with the main love affair; yet it shows very close 
resemblances with our drama in some parts of its narration. 
The whole episode here is described in 9 Adhyayas ( 129-137 )- 
In Adhy. 130 she is shown as starting for the king's capital 
Pratisthina in the company of her friend Rambhà; in Ady. 
131 Narada is said to have intercepted them and asked them 
to impose the conditions upon the king before she stayed with 
him. In Adhys. 132-133 the two ladies are described as having 
descended upon the earth in a garden in the vicinity of the 
king's palace, where the king and his friend were talking about 
the love-lorn condition of the king after his return from the 
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heaven. The two ladies are said to have heard the conversa- 
tion while they had concealed themselves by their maya and 
stood by the side of the two men. Rambhi is then said to 
have presented herself first before the king, being followed 
by Urvaéi a little later. In Adhy. 134 the two lovers are 
said to be united and to have lived happily together for a long 
time. After this, however, the story runs on different lines. 
In Adhy. 135, the conditions being violated, Urvaśī leaves the 
king though very unwillingly and the king wanders in madness 
inquiring about her from an elephant, a lion, a bimba fruit and 
a peacock until at last he meets her at Kuruksetra. The 


remaining part of the story runs on as in the Bráhmaua version 
given in para 8 above. 


I0. It is clear that there are thus unmistakable resem- 
blances between our drama on the one hand and the three 
Puranas on the other. Yet the Puranas among themselves do 
notagree in respect of these resemblances. The Matsya and 
the Padma resemble the drama in the rst Act while the 
Visnudharmottara resembles it in the IInd. Itis indeed difficult 
to decide as to who was the borrower in the above noted cases 
of close resemblances ; but I think, we may not be far from truth 
if we decide that in respect of the main trends of the story the 
Puranas have followed their own inclinations or traditions, 
though a few sentences or descriptions may have been inter- 
polated in them later in imitation of our drama, when the 
Particular portions of the story ran on parallel lines. This 
would mean that Kalidasa completed the process of the 
metamorphosis of Urvasi, boldly started by the Matsya? and 
the Padma, but that the episode of the meeting of the lovers 


12. This agrees well with Dr. P, V, Kane’s views about the dates 


of the Matsya Purana on the one hand and of the Visnudhar- 
mottara Purana on the other. He assigns the former to the 3rd 
century A. p. and the latter to the 7th century A. D. See his 
History of Dharmasastra Vol, V. pp. 852-855 and 876-878; 
899-901. As regards the probable date of Kālidāsa, see the 
same, p. 901. About the relationship between the Matsya and 
the Padma Dr. Kane concludes that it is the Padma that is the 


borrower and that the borrowing was done sometime before 
1000 4, ०. (p. 893 ) 
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in the garden was borrowed by the Puràna i. e. Visnudharmot- 
tara, from the drama. 

Ir. There is one more version of the story preserved in 
the Kathasaritsigara of Somadeva, III. 4-30. According to it 
Urvaśī and Purüravas fell in love with each other at first sight 
in the Nandana garden of Indra. At the command of Visnu, 
Indra brought about the union of the two, who thereafter went 
to live on the earth in the king’s palace. Once, while Purüravas 
was witnessing Rambhà's dance in the heaven, he laughed at 
Some mistake in her technique. Her teacher Tumburu became 
enraged and cursed him that he would be separated from his 
Urvasi. Gandharvas thereupon removed Urvaéi from the king 
and the two lovers greatly grieved. Puriiravas propitiated 
Vishnu, who freed him from Tumburu's curse and once more 
united him with Urvasi. Here too Urvasi is sought to be 


absolved of wickedness and cruelty, as in the Matsya and 
the Padma Purànas. 


12. 'The Rgvedic story itself, from which all the different 
versions have originated, is undoubtedly only an exhaltation of 
a popular fairy tale consisting of the following main parts :- 
(1) A fairy from the other world falls in love with a 
mortal and seeks his company on the earth; (2) in order 
to escape from the effects of her temporary indiscretion, i. e., in 
order to be able to return to her home after a short sojourn, 
she puts him certain conditions, the violation of which would 
leave her free to abandon him; (3) the violation takes 
place as preplanned, with the help of the Gandharvas, the 
friends of the fairy, and the fairy returns; (4) the mortal 
grieves and wanders in search of her until she appears before 
him only for a short while to impress upon his mind the 
inevitability of the situation owing to the natural frivolity 
and hard-heartedness of women. The garb of a dramatic 
dialogue, including the names of the characters, and a few 
embellishments such as the arguments of the frustrated lover 
as also the vague promise of a meeting in the other world 
by the favour of the gods, were probably the work of the 


Rgvedic poet; yet the conditions about her pets and food 
Seem to belong to the original fairy tale. 
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B. The Characters in the Drama (13-17 Dees: The 
Vedic Uryasi was self-willed and unyielding and had ‘the heart 
of a wicked wolf’; she cared only for her own enjoyment 
and pleasures.. But the magic touch of the hand of the great 

artist turned her into a deeply loving woman caring for 
nothing but her lover's company, not even for the heaven, 
and trying to merge her being into that of her lover. For 
Kalidasa’s Urvaéi, it was love at first sight mingled with 
a feeling of gratitude, which first drew her towards Purüravas. 
The occasion of their first meeting, i. e., the rescue from the 
clutches of the demon, as also the curse through which she 
could go to the earth to Stay with her lover fora long time, 
are mainly Kalidasa’s creation, even though they appear in a 
cruder form in the Matsya and the Padma Puranas. The 
conditions of her stay mentioned in the Vedic story had left 
the initiative with Urvasi but Kalidasa’s art made her, in a very 
natural way, the victim of a curse which she incurred as a 
Tesult of her deep-seated love. Kālidāsa has also added a 
boon from Indra, which terminated the Operation of the curse 
after the birth of a son to her from Purüravas.: This boon 
indirectly helps Urva&i to prove the great ardour with which 
She loved Purüravas as we Shall see below. Throughout the 
drama Urva&i behaves like a sincere woman deeply in love 
with her lover, leaving aside her Superiority complex which 
18 50 obvious in the Vedic version of the story. Kālidāsa has 
-thus by his superb art turned the self-conscious, imperious and 
hard-hearted Urvasi of the Vedic Literature into a meek 
earnest and deeply loving Spouse, who sa. 
pleasures for the sake of her love. Her behaviour in keeping 
away her son immediately after his birth might appear a little 
Strange; but we should remember that the poet's aim was to 
depict a loving heroine and not a loving mother, and if we 
of view, we should rather 
even of her motherly in- 
Ove, just as we admire 
great nurse Panna of 
ung king, out of loyalty 
that Kalidása does not 
een and that she too 


L 
crified all her heavenly 
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calls Purüravas as mahdraja and not as àáryafuira?. She 
approaches him as an Abhisarika (III. 9. 3-5) and is never 
addressed as devi. Throughout the drama, she remains an 
unmarried consort of the king, which is quite in keeping with 
her position at the court of Indra. It is true, that at the end 
of the drama (V. 19.22) when Indra extends the term of her 
Stay with Purüravas, he uses the word sakadharmacarini,; but 
in view of the facts about the whole matter the word could 
not have been used in its usual sense of ‘a married wife’. 
Narada’s words ( V. 19.7) avirahitau dampati bhuyastam must 
also be understood in a similar way. See note on the passages. 

14. The episode of the separation of the lovers in the 
IVth Act is a little artificial. There is nothing in the first 
three Acts that could suggest the temporary separation, 
which has given the poet an opportunity to depict the senti- 
ment of Vipralambha Srigara. There is no indication of the 
jealousy which has here driven her away from her lover, 
though this was not quite unexpected after the complete 
mastery over the king's heart which she had acquired in the 
course of time. In the first three Acts she was not yet 
fully established and the occasion for jealousy was rather for the 
queen. But at any rate the event does not seem to grow 
out of the earlier part of the story, as it does in the case 
ofthe Sa&untala. Yet the way in which the separation is 
arranged is ingenious ; being blinded with jealosy she enters 
the Kumara Vana the entry into which by women was forbidden 
under a permanent curse of Kumara Svāmin,* in spite of 


13. Pandit is certainly wrong in adopting the reading ajjauttassa in 
place of maharaassa at IIl. 20. 1 ( Pandit III. 142), against the 
authority of 4 out of his 8 mss. Similarly at V. 11. 10 (Pandit 
V. 67) bhavatt, and not devi, is the correct reading, since she is 
nota married queen, even though she fianlly attains to the 
position of the Mother of the Crown Prince. Bollensen’s mss., 
printed editions, and all the three commentators read the two 
words as they appear in our text. 

Could this have been suggested by the mention of the Kumàra- 
vana in the Matsya Purana in connection with Kama’s curse to 
Purüravas ? See para 9 above. We may also compare the trans- 
formation of Prince Ila into a woman on entering the Saravana 


which was under the curse of Uma according to Matsya Purana 
11. 43-48. 


14. 
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her knowledge of the curse. This curse of Kumara is again 
a creation of Kalidasa’s Muse and has served a great purpose 
of establishing a mental union of the separated lovers before 
they actually meet. Urvaái was transformed into a creeper 
by the powers of that curse, but had still retained her inner 
consciousness and was thus able to bear witness to the king's 
sincerity and single-minded love for her. I have said else- 
where" that this picture of Urva&i has Suggested to Bhava- 
bhüti his Chaya Sita in the third Act of t 
carita. The device of the ‘uniting gem’ is yet another 
creation of Kalidasa and is only a predecessor of the 
"recognition ring’ of the Sakuntala. 


I5. The lamentations of the king in the IVth Act are 
not very pathetic ; but this is true of all the heroes of Kalidasa 
including Dusyanta. It is Sometimes said that the lamenta- 
tions of Purüravas are modelled after those of the hero of 
the Ramayana, but unlike the lamentations of Rama, those 
of Purüravas are tinged with a self-consciousness and royalty- 
complex which considerably mar the rise and development 
of pathos. This is also partly true of Dusyanta in the VIth 
Act of the Sakuntala. But it has to be admitted that Kalidasa 
has been less attentive to the delineation of his heroes than 
to that of his heroines, Thus for example, our hero Purüravas 
has not received much of the cutting and polishing at the 
hands of Kalidasa, Purüravas of Kalidasa not being much 
different from the Purüravas of the Vedas or of the Puranas." 
With Dusyanta, however, the case was slightly different ; as 
the poet could not entirely change the original story, his 
Dusyanta like that of Vyàsa had to be shown as falling in 


he Uttara-rama- 


15. See para 39 below. 
16. Excessive greed of Pu 


rüravas mentioned at Mahabharata, Adi, 
Adhyaya 75.07. 18- 


24, Brahmanda Purana I. 1.14-25, Visnu- 

yaya 137, Kautalya, Arthasastra 1.6 
(under Indriyajaya), Kamandakiya Nitisara 1. 56 and other 
places is extraneous to the story of his love affair with Urvaéi 
and is nowhere mentioned in connection with it, On the 
contrary, Purüravas is said to be an ideal king possessed of all 


royal virtues in all the Puranas where he is mentioned in 
connection with Urvagi, 
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love with Sakuntala even before he knew who she was. But 
Kalidasa's Dusyanta declares that he had the sanction of his 
Inner Voice for this, like all other great and pious persons 
in their difficult situations; and this was not quite expected 
to be convincing to the audience until they were assured of 
Dusyanta's qualifications for being regarded as great (arya) 
and pious (sai). Dusyanta makes the assertion in v. 22 of 
the first Act and the whole scene before this is so arranged 
that his behaviour in the episode of the hunted deer and 
even after his entrance into the hermitage proves his claim 
to be regarded as arya and sat. No such difficulty existed in 
the case of Purüravas and so he practically remains as he is in 
the Vedas and the Puranas. He is a brave and unassuming 
warrior, a passionate yet courteous lover, thus possessing 
the usual qualities of a hero. 

16. Among the other characters, Vidüsaka is more promi- 
nent than the rest; yet he is not as serviceable as Agnimitra’s 
Vidüsaka, nor is he totally outside his hero’s love affairs like 
the Vidüsaka of Dusyanta. He accompanies his royal friend 
during the later stages of his love affair in the second and 
the third Acts, though not at its inception in the first Act 
nor at its culmination in separation in the fourth. He is, 
however, present at the court after the re-union and also 
throughout the final stages of the permanent association on 
earth of the lovers, secured by the favours of Indra. He is 
an active Narma-suhrd of the king and is quite capable of such 
remarks as the one made at III. 13.25-26. 


17. The queen, the daughter of the king of Kasi, is intro- 
duced in the second and the third Acts merely to serve as a 
foil to Urvasi and to show the intensity of the king's love for 
the latter. She is shown as a practical woman, making a 
virtue of necessity and her presence also serves to show the 
courteous nature of the king, his daksinya. But beyond the 


16A. At Brahma Purana ( Anandashram 3. 3. No. 28), Adhyaya 277 
we have a strange story of a foolish Brahmana, who ardently 
longed for urvasi and as a result of severe penance for winning 
her favour is said to have been born as Purüravas in his next 
life and thus become united with her. 
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formal removal of an obstacle in the king's love affair, her 
introduction does not serve any very important purpose. On 
the other hand, she looks humiliated through her neglect by 
the king and even Urva$i, the intended heroine of the drama, 
suffers a little in the estimation of the audience by a contrast 
with the noble and dignified daughter of Kasiraja", Kalidasa 
seems to have realised his mistake before he wrote the Sakun- 
lala where the queen Vasumati is mentioned, but not actu 


ally 
brought on the stage, 


17.) The name Ausginari is found onl 


y in the Bollensen group of mss. 
ge direction before her first entry on 


$ n immediately after that, as the 
name of the speaker. 


Ill. THE TITLE OF THE DRAMA AND ITS PLOT 


A: The Title (18): 18. The title Vikramorva$iyam means 
‘A drama pertaining to Urvasi, won and retained by valour’. It 
was on account of his valour that Purüravas was able to rescue 
Urva$i from the hands of the demon and thus win her gratitude 
and love; this valour is referred to on two occasions by Citraratha 
in the first Act (1.13.4; 15.1). Mahendra refers to it in the 
words Zasya me ranasahayasya at III. 0.24 when he permits 
Urvaéi to stay with Purüravas during the period in which she 
would be under the curse of Bharata. Itis indeed his valour 
that has induced Mahendra to permit Urvaśī to stay with 
Purüravas. It is again this same valour alluded to in the 
words sdmyuginah sahdyah at V, 19.21, which has finally 
persuaded Mahendra to permit Urvasi to Stay with Purüravas 
throughout his life. In the original Vedic story there is no 
reference to this valour of Purüravas; it is an innovation 
introduced by the poet and it is, therefore, prominently men- 
tioned in the title of the drama. The name of the hero does 
not figure here too, in the title, as in the case of the other 
drama, namely, the Abhijiana-Sahuntalam and the word 
vikrama here corresponds to the word abhijüána in the other. 
The attempts to discover the name of the poet's patron in 
this word are unconvincing”. As in the other plays of Kalidasa, 
even here the heroine is the most important character, on 
whom the poet expends his utmost skill and labour and this 
is just the opposite of what Bhavabhüti does in his dramas. 
This fact is also well borne out by the titles of the dramas 
of the two poets. The names of both the hero and the heroine 
figure in one out of the three dramas of each; in the other 
two Kalidasa employs the name of the heroine alone, while 
Bhavabhüti employs that of the hero alone. 


B: The Plot (19-22): 19. Naturally, in the present drama, 
namely, the Vitramorvagiyam, the heroine Urvasi is predomi- 
nently before our eyes in every Act throughout the drama. Her 


18. See also Winternitz, History of Indian Literature ( German ) 
vol. IIT. p. 220 footnote 2. The same may be said about the 
attempts to find a veiled reference to Prince Kumaragupta of 
the Gupta dynasty in the word Kumara used of Ayus at V, 
20. 2, 
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attempts to win, secure and retain the love of Purüravas 
permeate the whole plot. It must be remembered in this 
connection that Urvasi is a very peculiar type of heroine. 
She is neither an unmarried virgin like Malavika or Sakuntala, 
nor a free courtesan like Vasantasena, No choice was left 
to her when her will came in conflict with that of her master. 
She was in the employ of Mahendra and was not free to act 
as she liked, especially in matters of love. She goes to 
Purüravas in the IInd Act just to find out whether her 
feelings were reciprocated by him with equal ardour. What 
She intended to do for establishing a long-term association 
between herself and Purüravas on finding out the attitude of 
the latter is not very clear. As a matter of fact, that indeed 
was the great problem for our poet in view of the very 
inconvenient circumstances in which he found his heroine 
as transformed by the post-vedic literature into a chief 
courtesan at the court of Mahendra, as may be clearly seen 
from her description by the nymphs at I. 3. 11-12. It is this 
Position of Urvasi at the court of Mahendra which was the 
greatest impediment in the way of her union with the hero, 
in spite of feelings of deep love on both sides. 'The help- 
lessness of this situation is Prominently brought to our notice 
in the IInd as also in the Vth Act. Immediately after she 
has introduced herself to Purüravas, first through a love letter 


call from her master to attend for 


achieved it very skilfully 
drama Laksmisvayamvara i 
in achieving several good re 
depth of the love of the hi 


n his plot. This has helped him 
sults. Thus he could prove the 
eroine for the hero through the 
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medium of the very natural slip of her tongue. He could 
also secure Urva$ís long absence from the heaven on the 
earth as a result of Bharata's curse to her owing to this 
Slip. Her stay with Purüravas during this pretty long period, 
which is naturally suggested since the curse was intended i to 
be a punishment, is further assured by the intervention 
of her kind-hearted master Mahendra on her behalf on that 
occasion, mainly due to the consideration of the hero's 
vikrama or valour by him. Her rescue by Purüravas from 
the hands of the demon, purposefully introduced by the poet 
at the beginning of the drama, the general partiality of 
Mahendra towards Urvasi and her compulsory absence for a 
long time from the heaven owing to the curse, have also 
contributed to determine Mahendra's attitude and action at 
this juncture. 


20. The curse of Bharata had left the period of Urvasi’s 
banishment from the heaven undefined; but being intended as 
a punishment, as said above, it was meant to be a rather long 
one. Owing to her newly engendered feelings of deep love 
for Purüravas, however, the punishment actually proved a boon 
to her. Mahendra, appreciating all the facts of the situation, 
effected a compromise as it were, by putting a limit to this 
apparent punishment, thinking that a few years in the company 
of Purüravas would make her happy and that she might like 
to go back to the heaven which was her home, at the end of 
that period. This favour of Mahendra to the loving couple 
has removed the initial obstacle in the way of the union of 
the hero and the heroine. The second hurdle in its way was 
the chief queen of Purüravas; her introduction in the second 
and the third Acts has done her a little injustice, yet it has 
elevated her in the estimation of the audience owing to her 
thoughtful, willing and affectionate sacrifice of her interests 
in favour of her rival, Urvasi. Her graceful manner of turning 
à necessity into a virtue as the Vidüsaka bluntly puts it at 
111.13.24-25, has paved the way for a lasting union of Urvaéi 
with Purüravas. It is to be noted that after the curse and 
Mahendra's favour in connection with it, Urvasi goes to Pu- 
Türavas as an Abhisarika (111.9.5 ), but is not quite sure about 
her long stay with him owing to the uncertainty ofthe attitude 
of the chief queen towards the whole love affair. This attitude 
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is now made clear by the queen’s observance of a vow called 
Priyanuprasadana, which she undertook after recovering from 
the initial shock that the news of the episode had very natu- 
rally given her. Thus, at the end of the third Act a lasting 
and happy union of the hero and the heroine is established 
and we have reached the climax of the plot. 

21. The anti-climax begins in the fourth Act with Urvasi's 
feeling of jealousy for a Vidyadhara girl whom  Purüravas 
had eyed rather too long for the appreciation of her virgin 
beauty. One is naturally reminded of Citralekha’s praise of 
Urvasi for her freedom from jealousy, when she compared the 
queen with S aci Indra’s wife, at III.12.7. But on a compa- 
rison of the two situations, the hollowness of Citralekha’s 
praise would become clear. For in the third Act Urvasi 
compared the queen with Saci conceding her ojasvitā, in 
which however, she never regarded herself as the rival either 
of Saci or of the queen. On the other hand, in the fourth 
Act, it was a question of the tempting beauty of person in 
respect of which she surely regarded herself as the queen of 
beautiful temptresses. Her feeling of jealousy for the Vidya- 
dhara girl is thus quite natural. Besides, in the third Act 
Urvasi's stars were in the ascendent; she had roused a passio- 
nate love in the heart of the king which was not yet fulfilled 
and so the occasion for feeling jealous was rather for the 
queen than for her. Any way, blind with jealousy and unfor- 
giving by nature (cf. IV. 2.19 ), she entered the forbidden 
forest sacred to Kumara and was immediately turned into a 
creeper, leaving the poor king in an unhinged state of mind, 
wandering all over the forest in quest of her. The poet's 
employment of Kumara’s curse and of the red gem which 
put an end to it have helped him to remove the temporary 
barrier of misunderstanding between the two; but there was 
yet one more serious difficulty in the lifelong enjoyment of 
each other's company by the hero and the heroine and it was 
Mahendra's directions to Urvaéi to return to the heaven after 
the birth of a son to Purüravas from her. This was what 
Mahendra had really meant; but a too literal interpretation 
put upon his word fariditthasantano (III. 0.25 ) by Urvasi led 
her to keep away their child from the sight of Purüravas for 
as long a period as was possible under the circumstances. This 
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limitation put upon her stay by Mahendra was not disclosed 
by her to her lover, obviously to saye him the agonies arising 
from the thoughts of an oncoming separation, and she herself 
had almost forgotten about it for the same reason. Yet the 
episode of the ‘uniting gem’, which has brought about the 
union after a temporary separation, has itself been skilfully 
utilised by the poet to bring the final catastrophy to a head. 
22, The ‘gem’ which looked like a piece of flesh, was 
lifted by a vulture, as it was kept aside by Urvasi while she 
was taking her bath at the confluence of the Ganga and the 
Yamuna, and was being taken away to her apartments in a 
casket for future use in her personal decorations. The orders 
of the king to keep the gem in a jewellery box at V.6.3 were 
meant only for immediate safe custody of the same. This 
unexpected loss of the uniting gem must naturally have made 
every one apprehensive of a fresh separation of the lovers 
and this is probably also what the poet wants to suggest. 
On seeing the vulture, the king's son who was living in Cya- 
vana's hermitage which was not far away from the capital, 
felt tempted to try his skill in Shooting. After its fall, however, 
the bird with the gem was secured by the king’s officers and 
once again a re-union of the lovers, which seemed threa- 
tened, is suggested to the audience by the poet. On the 
other hand, after this proof of the completion of the boy's 
Studies in the art and the science of arms, Cyavana asked 
the Tápasi who had brought him to the hermitage, to return 
the boy to his parents, as he was likely to be a source of 
trouble to the inmates of the hermitage in future ( cf.V.10.8 ). 
The return of the boy gives extreme delight to the unexpecting 
father and, for a while, even to the mother; but the latter is 
after a while, rudely reminded of the limit which was put on 
her stay on earth by Mahendra at the time when she had 
left the heaven. Her remembrance and disclosure of it throws 
every one into a deep gloom, and the king prepares to leave 
for the forest after crowning his son as his successor to the 
throne. It is at this critical moment that Mahendra learns 
about the whole affair by his prabhava (‘mental powers’) 
and sends Narada” with a message that Urvasi need not 
19. On the earlier occasion Mahendra is said to have heard of the 
capture of Urvasi by Kesin from Narada; see 1. 13.7. 
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return as stipulated by him earlier and that therefore, his 
brave friend Purüravas should not leave for the forest. In 
this manner the last obstacle in the way of the lasting union 
of the hero and the heroine is removed owing to the deep 
Sincerity in love of the heroine which led her to keep her 
child away from herself and his father and which filled her 
with tears of sorrow at the thought of the impending separation 
from her lover, after the few initial moments of joy at the 
sight of her child.. Her master Mahendra who had no idea 
about the depth of her feelings for Purüravas when he first 
put the limit on her stay, quickly realised this and very ge- 
nerously, though not entirely without a selfish thought ( cf. 
V. 19.20-21 ) of utilising his friend'S vikrama for his own 
purpose, permitted Urva$i to stay with Purüravas as.long as he 
lived. This in brief is the central theme of the drama and 
justifies the mention of Urvaéi alone in its title. As said above, 
she is thus wonderfully transformed from her Vedic proto-type 
into a faithful, deeply loving consort of the king, who too 


is represented as reciprocating her love with a single-minded 
devotion. 


€: The Type (23): 23. The drama is sometimes called a 
Totaka or Trotaka; all the manuscripts of the Bollensen group 
and 3 of Pandit's eight mss. as also the two commentators 
Rafganatha and Kone$vara agree in calling it a Totaka. The 
commentators define it as a drama in five Acts where mortal 
and divine characters play their roles together. But the other 
group of mss. calls the drama a Nataka only. Sahityadarpana 
(VI. 273) calls it a Trotaka, saying that its characteristic mark 
was an affair between the humans and the celestials. According 
to Abhinavagupta on Bharata’s Natyagastra (G. O. S. ed., 
Vol. I, p. 87) it is called a Nataka, while Saradatanaya in his 


Bhavaprakasa calls it both a Nataka as well as a Trotaka 
(G. 0. S. ed., PP. 237-238). : 


IV. PRAKRIT STANZAS IN ACT IV 


A: Introductory (24-25): 24. The problem of the IVth 
Act is mainly two-fold: (1) The Prakrit and the Apabhram$a 
Stanzas in it and (2) the different technical terms employed 
in the Stage Directions, especially in connection with these 
stanzas. I shall attempt a solution of both with the help of 
the material available to me, whether from the text itself or 
from any other relevant sources. 


25. There are thus 32 stanzas in all (including the one 
in Sanskrit, No. 56, which belongs to this class owing to its 
contents), out of which 11 are addressed by the king to the 
different animals and objects in Nature while inquiring about 
Urvasi. They are therefore, naturally put in the mouth of 
the king; but curiously, they are all in the early Apabhramiga 
language. Further, almost at the end of the Act, we have 
one more stanza in the same language and also put in the 
mouth of the king, recounting the animals and objects that 
have been approached by him during the inquiry. This last 
is addressed to Urvasi, when she presents herself before him. 
The remaining 20 are in the usual Maharastri language and 
are not put in the kings mouth. They are descriptive of the 
king's state under the image of an animal or an object in 
Nature, as is quite evident and as has already been suggested 
by both the commentators, Rahganütha and KoneSvara. I 
intend to examine these two groups of stanzas separately and 
in order to distinguish them from one another I shall call 
the former the Pratyukti stanzas and the latter the Anyokti 
stanzas. All these stanzas are supposed to be spurious by 
prominent scholars headed by Pandit, for reasons detailed by 
the latter in his critical edition? of the drama. On the other 
hand, there are others like Bollensen and Pischel among 
the modern writers and Rahganütha and Kone$vara among 
the older ones, who consider them to be a genuine? part of 
the text of the drama. After a careful examination of the 


20. Third edition, published in the Bombay Sanskrit Series, No, 


XVI, Bombay, 1901. 
21. See also Winternitz, History 


of Indian Literature ( German), 
vol. III, p. 223, footnote 2, 
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stanzas I am inclined to side with this latter group of writers. 
I shall now take up the consideration of the two groups of, 
stanzas, dealing first with the Pratyukti ones and then with 
the other group of the Anyoktis. 


B: Pratyukti Stanzas (26-31): 26. One of the points 
made out by Pandit is that ‘ wherever they are intended to be 
chanted or spoken by the king, they are mostly tautological, 
containing the substance of Sanskrit verses immediately 
preceding or following them.’ Another of the same type is 
‘Not only are none of them required in their respective 
places, but several of them appear to interrupt the free and 
natural flow of sentiments as expressed in the Sanskrit 
passages. I shall examine the Pratyukti stanzas from this 
point of view’ and shall also attempt to find out if there 
is any evidence to show that the author or authors of the 
Sanskrit and the Prakrit portions of this Act were aware each 
of what the other had written. In this connection I first 
draw the reader's attention to the last Apabhraniéa stanza, 
i.e, No. 71, which is put in the mouth of the king. It 
recounts the animals and the objects in Nature of whom the 
king had inquired about Urvaéi. It should be noted that 
immediately before this stanza the king employs an expression 
tyantam kálamh in his Sanskrit speech (v. 70.4). This has 
evidently a reference to the long time which he had spent 
in search of Urvasi while he was ‘sinking in the darkness of 
Separation from her and wandering in the forest (v. 7०). 
The king was naturally astounded to think that Urvaéi had 
been merely watching him all the while, when ultimately he 
found her out at the outskirts of the Same forest. So he asks 
‘her as to how she could remain without meeting him for 
"Such a long time. He was not yet aware that Urvaéi had 
been transformed into a creeper, and in order to impress 

upon her mind the inexplicable cruelty on her part in calmly 
watching him in a pitiable condition for a long time, the king 
uses the expression iyantam kala. This expression requires 
an explanation if it is to refer to a long period of time and 
‘this is exactly what is Supplied by the Stanza, No. 71. It 
Says: ‘While I was wandering in this forest in search of 
you, weeping profusely all the while, I variously and repeatedly 
inquired about you from a peacock, a cuckoo, a swan, 
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a Cakravaka bird, a black bee, an elephant, a mountain, a river 
and a stag.’ The king means: ‘Could you be so cruel as to 
watch me silently and without pity for such a long time, 
while I was thus going from one place to another?’ In the 
absence of this stanza, i.e. No. 71, the expression iyantam 
kalam remains without significance, particularly when the 
king did not yet know that Urvasi was watching him all 
the while and still was utterly helpless to do anything to 
relieve his distress? Besides, this stanza refers to the black 
bee as one of the inmates of the forest whom he had 
consulted ; but it will be found that there are no Prakrit 
stanzas which are addressed to the bee and the reference 
in the stanza is obviously to the Sanskrit stanzas Nos. 40-41 
and the intervening prose passage. This fact along with the 
existence of a Sanskrit stanza (No. 56) which belongs to the 
category of the Anyokti stanzas shows, I believe, a close 


and natural inter-relation between the Sanskrit and the Prakrit 
Stanzas in this Act. 


27. We shall proceed, to examine the other stanzas which 
are in the Apabhraniga language and are put in the mouth of 
the king, i. e., which belong to the Pratyukti class, and try 
to determine if they are mostly 'tautological, containing the 
Substance of Sanskrit verses immediately preceding or following 
them' as Pandit describes them. Thus v.8 explains how the 
king was under an illusion that a demon was carrying away 
his beloved until he realised that it was only 'a dark cloud 
sending down his showers on the new flash of lightning. 
This process of the realisation of the truth is certainly not 
mentioned in the Sanskrit passages, whether preceding or 
following, and is very relevant in the context to explain the 
conclusions mentioned in v. 7. The king states how his 


22. This is also corroborated by the word vrítánta occurring in 
Urvaéi’s reply to the king's question at v. 71.1. This word 
must referto some event or events connected with the king, 
for covering which a pretty long time suggested by the word 
‘iyantam was taken. This event could only be understood as 
the one mentioned in v. 71, viz., the king's going from one place 
to another in search of Urvasi. For further details see note on 
-the stanzas 70-71 in Act IV, 
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bhrama was removed when he realised that the so-called volley 
of arrows was not directed against him, as he had thought 


earlier ( 5.5), but against one whom he had considered to be : 


his beloved ( namely, vidyui), and as this was impossible he 
gazed a little more carefully (vibhazya) and discovered the 
truth by the process described in v. 8, which thus recapitulates 
what happened before v. 7. The nest stanza v. 11 is addressed 
to the cloud and comes immediately after v. 10. It requests 
the cloud ‘to withdraw the showers of rain-streams which 
it had started and which had filled all the quarters The 
king offers to bear any pain caused by this act of the cloud 
if only he were to meet his beloved in his wanderings over 
the earth. This stanza again fills up a gap between v. 10 
which precedes and the prose passage which follows it. In 
v. 10 the unbearable advent of the first rain-clouds alone is des- 
cribed; the request to the cloud to Stop its working or to continue 
it under better circumstances is made in this Pratyukti stanza, 
i. e. v. 11. From the King's point of view this is disregarded and 
his mental worries continue ; this forms a natural transition 
to the idea in the following prose passage that there was 
really no need for the king to suffer these mental worries. 
For the king, being the master of all the seasons (kala ) 
including the rainy Season, could command the cloud which 
ushers in the rains to stop the showers (and not merely 
request him). The manasah sant&pa-vrddhih which is 
Mentioned in the prose passage can be more naturally 


understood as alluded to in the Pratyukti stanza, No. 11, than 
that in the Sanskrit one, No. 10. 


28. The next, i.e. v. 20, is addressed to a peacock ; 
it comes after the initial introductory words yàvad enam 
Prechdmi in 18, 1, The stanza contains a request and an 
inquiry (ab) with a couple of identification marks (c) by 
Which Urvasi could be found out. This stanza looks more 
natural after the prose sentence in 18. 1 than the Sanskrit one, 
No.21, since this latter does not contain any prominent 
cthnas which may help in her discovery. The adjectives 
which are used in v.21, have a ring of artificiality about 
them, being called up to the poet's mind owing to the 
needs of Anupràsa rather than anything else. Anyway v. 20 
cannot be said to be a repetition of what is said in v. 21; 
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the two, at the most, can be called supplementary to one 
another. The idea of mentioning identification marks is found 
in v.20, while the marks themselves, in addition to those 
mentioned in v. 20, are given in v. 21. V. 24 isthe next Pratyukti 
Stanza and is addressed to a cuckoo; one can easily see 
how the Sanskrit stanza, No. 25, presupposes this Prakrit one, 
i. e No. 24, since the request in the former to unite the two 
lovers must presume the initial inquiry and come after the 
Same. This initial inquiry is contained in v. 24. Besides one 
of the important mss. of Pandit, namely U, and all the mss. 
of the Bollensen Group contain a prose passage in Sanskrit 
which precedes this stanza (v.24) and which ends in the 
words yãvad enam prechami (instead of ydvad enam 
abhyarthaye of Pandit’s seven manuscripts ). But as a matter 
of fact, none of the three Sanskrit stanzas, 25-27, contains a 
prcha or an inquiry. V. 25 contains only a request which 
can come only after an initial inquiry as said above. Thus 
Vv. 24 cannot be said to have disturbed the context in any 
way, but on the other hand, supplies a necessary preliminary 
to the request contained in v.25. V. 34 which is the next 
Pratyukti stanza, is intermixed with vv. 32 and 33; it is 
addressed to a swan, Its first line is a challenge to the 
Swan after its supposed denial of having seen Urvasi in the 
preceding prose passage (31.2). The whole of the Sanskrit 
Stanza No. 32, which is emboxed between the first and the 
Second lines of v. 34, contains an argument based on Tarka” 
proving the falsehood of his statement that he did not see 
her. An argument based on the Anvaya? Vyapti, which is 
in continuation of this Tarka, is then offered in v. 345 to 
prove the robbery of the swan. He is already called a 
Caura in v.32. This proof of the swan's robbery is then 


28.  Anista-vyapaka-prasastjanam tarkah (‘compelling the acceptance 
of the more extensive term, which is unacceptable’ on the basis 
of what is presumed for the sake of argument) Here the form 
of the Tarka would be:-yadi na daríanam tada ma madakhe- 
lapadam gatam ; thus ‘the absence of the gait’ being unaccep- 
table, even the ‘absence of sight’ cannot be presumed. 

24. Yada etadr& gatih tada tasyah darganam, gate) apaharanam 
cauryena adhyayanam và siddhyatyeva. 
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followed by a demand from the king for a return of the 
stolen property, namely, Urvaéi, in the Sanskrit stanza No. 33. 
The king however, thinks better and the charge of theft made 
in vv. 32-33 is now toned down to one of unacknowledged 
studentship in the last two lines of the stanza under discussion 
No. 34(cd). But even this latter is as bad as theft and 
falsifies the supposed statement of the Swan about his 
ignorance of Urvaéi in 31.2. It will thus be seen that 
VV. 32-33 (Sanskrit) and v. 34 ( Apabhraméa ) are interdepen- 
dent and mutually Supplementary, since the charges which 
they contain are separate, though allied. 


29. V.36, the next. Pratyukti stanza, is the king's address 
to the Cakravàka bird, making inquiries about Urvaśřs where- 
abouts. It gives one or two indicatory marks for her iden- 
tification and comes after the introductory words yàvad enam 
prcchami, (34.5) as in the case of v. 24. This inquiry, or 
rather a right to make it, is supported on the basis of a common 
relationship existing between the king and the bird ( compare 
the pun on the word ratha ) in v.37 (Sanskrit). It will be 
seen how in the absence of v. 36 there will be no 720८76 about 
Urvaéi at all addressed to the bird in the Sanskrit stanzas 
viz. vv.37-39; v.37 merely says ayam tvàm prechati and one 
has naturally to understand that the object of the inquiry is 
already mentioned in v.36. The Cakravàka bird can under- 
Stand what is said in VV.37-39 only if he is supposed to have 
first known the object of the king's inquiry, namely, the where- 
abouts of Uryaéi and this is Possible only if he is supposed 
to have heard y.36. It is thus quite clear that this stanza, 
No. 36, cannot be regarded as spurious, since its existence is 
Strongly presumed by VV.37-39. ४.45 is the next Pratyukti 
Stanza addressed by the king to an elephant making the same 
Inquiry about Urvaéi; this too comes after the introductory 
words bhavatu, prcchami in 44. 2, mentioning an indicatory 
mark or two for her identification? This proche is further 
25, The expressions pucchimi and akkhahi in this stanza follow these 
words more naturally than the haku contained in v, 46, which 
clearly looks like a supplement containing additional flattering 


epithets and an attempt at Anuprasa to attract the hearer's 
attention. 
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elaborated in the following Sanskrit stanza, No. 46, by giving 
additional marks for identification. In v.45 she is said to 
possess moon's loveliness, but in v.46 she is also described 
as having the slenderness of the digit of the moon and still 
possessing something like it which commands attention even 
from a distance. Her fondness for flowers in her hair as also 
her fully developed youth are further mentioned in v.46, but 
at any rate the two stanzas do not contain repetitious matter. 
V. 50, another Pratyukti stanza, similarly comes after the initial 
precha to the mountain in v.49; the mountain is supposed 
not to hear it owing to distance and so there is a samipam 
gatva ४7८८५८ mentioned in the prose passage 49.2. This second 
precha is actually made in v.51, but before it is formally 
made, an earnest request? to show him his beloved if he had 
got her, is preferred to the mountain in the Pratyukti stanza, 
No. 50. In v.49 the king asks if Urvasi had visited the 
mountain, suggesting the meeting of the two, Parvata and 
Urvaéi, on the basis of the law of ‘Like to Like’ or samāna- 
Sila-vyasanesu sakhyam, and mentions a point or two of their 
similarity for this purpose, though they are mostly verbal. 
Here in v.50 two more points of the same kind are suggested : 
The mountain has many small white streams on it (owing to 
the first rains), while Urvaéi has a crest of white flowers; 
on the mountain songs of Kinnaras are heard, while Uryasi 
has herself the voice of a Kinnara. Here too, the two stanzas, 
Sanskrit and Apabhraniga, do not at all cover the same ground 
and are supplementary to each other. By the by, we should 
not lose sight of the rather strange fact that the Sanskrit stanzas 
Nos. 21, 37, 46, and 51, disclose an indulgence in verbal puns, 
which greatly detract from the rise of pathos, while the 
corresponding complementary Pratyukti stanzas, Nos. 20, 36, 
45, and 50 which precede them, are expressive of genuine 
feelings and are without any verbal embellishments”. १.55, 


26. This request is made partly on the assumption that the first 
prcchà in v. 49 was heard (the king had only a śañkā and hence 
the possibility of its being heard has to be assumed) and partly 
in anticipation of a strongly presumed reply in the affirmative 
to his second formal prcchá in v. 51. 

27. It is therefore more likely that the Apabhraméa stanzas were 
first composed and then supplemented by the more ornamental 
ones in Sanskrit. 
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the next Pratyukti stanza put in the mouth of the king, occurs 
after the words jrasadayámi tavad enüm in 52.1. Two of 
Pandit's mss. agree with this reading, while the other six 
have yacisye (6066 enam; in any case the stanza, No. 53, con- 
tains a yacaná for prasdda (cf. pasia). The Sanskrit stanza, 
No. 55, which follows, supports this Jácaná for forgiveness 
by a question as to why she was displeased with him, sugges- 
ting at the same time by means of three significant adjectives 
that he had given no cause whatsoever for her displeasure. 
If this stanza, No. 53, is dropped, there will be no ydcand or 
` prasddana at all in v.55 and the introductory words yácisye 
or prasddayami will be absolutely without any significance. 


30. V.59 is the king's request to a Sirahga; it comes after 
the introductory words sarangam abhyarthaye in 55.6. But 
before the king actually speaks out his request, he finds that 
the Sāraùga was not sufficiently attentive owing to his preoccu- 
pation with his own love affair mentioned in v.58; but still 
he takes a chance and Speaks out his request and inquiry in. 
v.59, mentioning a few marks for identification. Suspecting, 
however, that the Sarahga was inattentive and that the marks 
which he had mentioned did not attract his attention, the king 
loudly repeats his inquiry, this time picking out only a 
Single mark which would appeal most to the deer, namely, 
her broad eyes which resemble those of the deer's mate. 
That the Sanskrit stanza, No. 60, which mentions this last, 
Was a repetition of a request and was intended to attract a 
special attention of the deer is clear from the exclamation 
hao which precedes the vocative yithapate (Pandit) or 
harinafate, also intended to be flattering by the use of the word 
pati. Here too, the Sanskrit Stanza, No. 60, contains merely 
an inquiry and in the absence of the Apabhrarnga stanza, No. 
59, which contains a request for help (abhyarthana), will 
be incongruent and irrelevant after the introductory words 


28. The intervening stanza, No. 57, merely describes the lovely 
Sarahga whose beauty had struck the king in the meanwhile, 
and whom he describes as ‘a glance of the Sylvan Deity’. His 
body was covered with black spots on a white background, 


Corresponding to the black pupil in the middle of the white 
surface of the eye. 
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abhyarthaye in 55.6. In the next Pratyukti stanza, No. 68, the 
king does not make an inquiry or a request, but addresses a cree- 
per as a probable friend of Urvaśī, on the basis of the same 
law of ‘Like to Like’ as in the case of vv. 49-50 mentioned 
above. The two very much resembled each other. He, therefore, 
desires to embrace her as a loving friend and before doing 
so, makes a promise to her which, he expected, would naturally 
be carried to Urvasi owing to the close friéndship of the two, 
Lata and Urvasi, as the king thought. The promise is that 
he would never more leave Urvaéi at any time if by good 
luck he were to find her again. Here too, we feel that the 
king must naturally address the Lata before actually embracing 
her as intended by the words in 67.1, so as to express regret 
for his past behaviour and give a promise for his future care 
ofher. Thus this stanza too is neither redundant nor disturbing 
the context or the flow of the sentiment. The last Pratyu- 
kti stanza, No. 71 is addressed to Urvasi herself and its great 
Significance is. already explained at the beginning of this 
examination of the propriety of these stanzas. 


31. It will thus be seen that all these stanzas which are 
put in the mouth of the king are quite appropriate and nece- 
Ssary in their context. They do not contain any repetitious 
matter, but are logical supplements to the kings Sanskrit 
Speeches. They do not disturb the sentiment in any way, 
but often only help to heighten it. They are thus an inseparable 
part of the king's speeches and there can be no reasonable 
doubt about Kalidasa's authorship of them. But, we may ask, 
what could be the purpose of these Pratyukti stanzas that are 
put in the mouth of the king, and further, did the king 
himself sing them, or was this done by some one else? In 
this connection it should be remembered that most of these 
are accompanied by the Carcari dance, as the stage directions 
Show, in which the king himself is often directed to take part. 
It is therefore not unreasonable to suppose that the king may 
have taken part also in the singing of these stanzas. As will 
be suggested below (in para 39), both the music, oral and 
instrumental, and the dancing were intended to afford a little 
diversion to the audience, while they were witnessing the 


monotonous scene of the lonely King's lamentations on the 
Stage. : 
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C: The Anyokti Stanzas (32-40): 32. There is another 
class of stanzas numbering 20, all of which except one 
are composed in Prakrit, i. €, in Mabirastri and which 
are not recited by the king or any other character on the Stage. 
They are all of them intended to Suggest the condition 
and sentiment of the king actually moving on the stage. 
I have therefore, called. them Anyokti stanzas. They are 
Nos. 1-6, 12, 14, 19, 23, 28, 29, 35, 41, 43, 48, 54, 56, 63 and 75. 
Two of these, namely 1 and 5 are described as Právesiki 
Aksibtikà in the Stage directions about them; the first 
Suggests the entrance on the Stage of the two celestial 
nymphs, while the second suggests that of the hero, Purü- 
ravas. Both the words jravesiki and üksiplikà are evidently 
Significant adjectives, the latter being used in place of a noun, 
and a glance at Bharata's Nátya$ástra, 32.23-24, would. show 
that this noun is 677006. Bharata defines and illustrates several 
kinds of short and long Dhruvàs, which are all composed 
in the Prakrit language? in ch. 32; in vv. 23-24 he mentions 
five different kinds of them in view of their employment 
for five different purposes, which are explained later on in 
V. 333ff. The first of these is Pravesiki which is defined as 
follows in v. 335 :— That which is sung at the time of the 
entrance of heroes in connection: with various sentiments is 
to be known as Prāveśikī Dhruva (as said) by experts,’ 
This description exactly corresponds with what could be 
said of our Pravesikis, and leads us to the significant 
conclusion that the other similar stanzas in this Act are very 
likely. some kind of Dhruvas, though there is no direct 


Stage directions about them. 


defined in v. 336, is called Naiskramilg ——'One should know 
that to be the Naiskramiki 
at the end of an Act, 

character ), which refers t 


29. At NatyaSastra 32.408 Bharata prescribes the Sauraseni language 


for these Dhruvas, but our stanzas are in the Maharastri 
following the general practice, 
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they may be appropriately called Naiskramiki Dhruvas : of 

the nymphs and Purüravas respectively. The only thing 

to be noted in this connection is that though in the case of 

the nymphs the Pravesiki and the Naiskramiki Dhruvas 

refer to the same bird, namely, the swan, it is not so in the 

case of Purüravas, whose Právesiki refers to an elephant, 

while the Naiskramiki refers to a swan. Our stage directions 

for these two stanzas imply that they were known as Khanda- 

dharas, i. e., I think Dhruvas composed in the Khandadhara 
metre. We shall see below how Khandadhara is very likely 
the common name of more than one metre which closely 
agree with one another, in spite of slight difference. That the 
Dhruvas were to be composed in many different metres is 
quite evident from v.21 of the same chapter of the Watyasasira; 
it says :- *And these Dhruvas, which are five in number, ® 
should be known as arising out of many different metres.” 
As a matter of fact, we find similar names occurring in the 
stage directions, being either prefixed or affixed to certain 
stanzas. They are:- Khandaka ( v.19 ), Galitaka ( v.56 ), 

Jambhalika (v.3), Bhinnaka (v.14), Khuraka (v.23) and 

Khandika (v.48). All these are Anyokti stanzas and we shall 

discuss these names in a separate chapter below. But for the 
present, it is enough if we could conclude that these are the 

names of the different metres employed in the -composition of 
these stanzas, which I believe, can now safely be called Dhruvàs 

in the light of Bharata’s directions®. 


33. We shall now try to find out, if we can, as to whether 
it is possible to determine the particular kind to which the 
remaining Dhruvas may be said to belong. Naturally they 
cannot be either Prayesiki or Naiskramiki Dhruvàs, but must 
belong to one of the three remaining kinds out of the five 
Which Bharata has defined. These three are: (1) Aksepiki, 
which is employed by those who know the proper way to 
do it, without regard to any particular order (v. 337); (2) 
Prasadiki, which is capable of allaying the disturbance caused 


30. See para 42 below. 


31. On the employment of the Dhruvas in Sanskrit dramas see Dr, 
V. Raghavan’s article on ‘Music in ancient Indian Drama’ 


in 
the Journal of the Madras Musical Academy, Vol. 25. p. 79ff, हु 
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by the introduction of a different, i. 6., a contrary sentiment, 
and of restoring the equilibrium of the stage (v.338); and 
(3) Antariki which is intended for concealing the unexpected 
mistakes or defects in acting, reciting and the like, occurring 
in the parts played by the different actors (vv.339-340). It 
will be clear from these definitions, that the remaining 16 
Dhruvas in the Act may be safely classified as the Aksepiki 
Dhruvas, whose purpose is AZsefa or a ‘diversion’ of course, 
of the minds of the audience from what is actually relevant 
on the stage, to something which is not quite so, but which 
is related to it and has the power to suggest it and to afford 
a relief to them from an excessive strain of a sentiment etc. 
The introduction of these stanzas is left to the good sense and 
experience of the poet, their number and place being deter- 
.mined according to the needs of the occasion. I think this 
is the meaning which must be assigned to the word Aksepa 
in the name Aksepiki; it cannot be mere 'suggestion or impli- 
cation', as suggestion about the purpose of a Dhruvà is inhe- 
rent in its name, as seen from the other names, which respe- 
ctively suggest ‘entrance, exit, pacification and concealment.” 
On the analogy of these four, Aksepiki too must be supposed 
to convey 47826 as its purpose. How and when such a 
Suggestion and diversion are to be afforded depends upon the 
difficulties and needs of the particular case, and as these 
cannot be brought together under any definite heading, Bharata 
has left the use of such Dhruvas to the choice and experience 
of the dramatist himself. In the present case, whether 
Kālidāsa has any definite plan for their introduction at 
intervals, we shall be able to know only after a closer examina- 
tion of these Anyokti stanzas. 


34. The following 16 are the Anyokti stanzas which 
may now be called Aksepiki Dhruvas, to distinguish them 
from the other four which are Pravesiki and Naiskramiki 
Dhurvas as we saw above:—Nos. 2, 3, 6, 12, 14, 19, 23, 28, 
29, 35, 41, 43, 48, 54, 56 and 63. Of these vv.2 and 3 occur 
in the Pravesaka and are almost identical except for the 
3rd line; they are the Anyoktis of the two nymphs, the 
friends of Urvasi. They depict them as ' dejected and tearful 
Owing to the grief of separation from their companion, but 
beyond this no other purpose seems to be intended for them. 
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The remaining r4 are found in the Act itself. Nine of these 
refer to an elephant? who is in a depressed mood, being 
Separated from his beloved mate; one of these nine again. 
depicts the celestial elephant Airavata roaming about in the 
celestial garden Nandana, and is composed in Sanskrit, 
Perhaps owing to the high status of the elephant. These 
nine are :-14, 19, 23, 28, 29, 35, 43, 56 and 63, 56 being the one: 
composed in Sanskrit. V. 12 refers to a dancing Kalpataru,. 
V. 48 to a hog who is in a thoughtful and defiant mood, but 
ready to act, and v. 54 to the ocean who too is enjoying: 
his majestic dance in the company of his friend the cloud.. 
The remaining four, vv. 2, 3, 6 and 41 are Anyoktis on a 
Swan, the first two referring to the two nymphs and the last 
two referring to the king. As regards the place of their 
introduction in the Act, we find that v. 6 occurs at the very: 
outset when the king starts his search with the rain-cloud 
in vv.7 and 8. Here, a youthful swan, the truer representa- 
tive of the king, as will be shown hereafter, as compared 
with the elephant, is shown as ‘pining in a lake, restlessly: 
flapping his wings, having taken to heart the grief for his 
Separated mate and his eyes filled with tears’. V. 12 which. 
describes the dancing Kalpataru is brought in just before the 
king happens to be in a temporary mood of self-praise- 
owing to the 7८7०४८८८४८ that is done to him by the cloud 
in v. 13. In the Stage direction that precedes v. 13, ‘the: 
king too is represented as dancing while the stanza was 
being recited. V, I4, describing an elephant is then introduced: 
after the words *I shall now start my search of my beloved 
in this forest (13.1 ) After the Pravesiki of Purüravas, 
ie, v.5, this is the first Gajanyokti which describes the- 
elephant actually advancing in the mountain-forest with a 
dull and moody movement. In the Práveéiki itself, it was. 
Said to have merely entered it 
35. 
which he 


The king's search begins first by the encouragement 
receives from the Kandali flowers resembling the: 


32. At Nafyasastra, 32.376 
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angry and tearful eyes of Urvasi. He naturally expects to 
meet Urvasi either in an angry or a repentant mood and 
this idea is kept up by the poet throughout his meetings 
‘with the different inmates of the forest ending with the 
‘creeper. But after the first disillusionment he decides to 
give up his search on his own and proceeds to make 
inquiries from others about her. Here again at the beginning 
of this new phase of his activity after the frustration of his 
independent efforts, the elephant is introduced in an Anyokti 
Stanza (v.19) in a dumbfounded state of mind (wismita- 
manasa). The king addresses the peacock, and finds out 
from his gestures that.he did not know anything about her, 
but on the other hand, was happy to hear that she was no 
More there to be his superior. He then proceeds to the 
‘cuckoo and-here too, we get another Gajanyokti (v. 23) in 
which the elephant is now pictured as ‘wandering aimlessly 
in the forest with his eyes streaming with tears.’ The cuckoo 
is disappointing and the king thinks that he has heard a sound 
resembling the gingling of the anklets of his Urvagi. But 
before he goes out in search of the same, the elephant is 
brought in again ( v. 28), this time not merely with ‘tearful 
eyes, but also with other signs of ‘increased anguish.’ 
Another stanza (v. 29), which immediately follows, describes 
the elephant in a still worse condition as ‘being consumed 
by the flames of grief; the tearful eyes are of course there; 
probably aS a precursor of the keen disappointment on 
realising the deception, caused this time by his ears, But 


nevertheless, without despairing, the king asks the royal swan 
whose cackling had thus misled him, about Urvaét. On 


Seeing that the swan was unwilling to disclose his information 
owing to a 


guilty conscience of having learnt something 
from Urvaéi 


C without her permission, as he imagined, the 
king next goe 


s to a Cakravāka bird for makin inquiry. 
Here once more, a Gaj य 


ajanyokti appears ( v. i : 
elephant is represented as ‘ ug (v.35), in which the 


the grief of separation,’ 
bird who was expected 


E going mad (unmatia ) through 
` The studied silence of the Cakravaka 
ird w] ४ to respond with sympathy owing to 
Similarity of experience, is ascribed by the king to his own ` 
adverse fate and the search and inquiry is carried on further 


by him. He sees a lotus with a h i i 
um t 
and wants to ask it about Urvaéi, 252 AE 
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36. Here at this stage, a youthful swan is introduced in 
an Anyokti stanza, (v.41), but not in a depressed state of 
mind. On the other hand, he is said to be sporting in alake, 
full of passion and in the enjoyment of intense mutual love,. 
though the female mate is not at all mentioned in the Stanza. 
It is difficult to see the purpose of this stanza, since it does 
not reflect the actual condition of the king, unless of course, 
we imagine that it is to give a hope to the audience that all 
was not lost for the king and that he would soon be enjoying 
the company of his beloved, though she was not with him for 

the present. Anyway, the king asks the black bee about 
Urvaéi, but even before receiving his answer, concludes that 
it had never seen her, since otherwise it would never have: 
Shown such fondness for the lotus, which was much inferior 
to her face. Leaving the black bee, the king next proceeds: 
. to consult an elephant enjoying the company of his beloved 
mate, about Urvasi. At this stage a Gajanyokti follows (v.43 )+ 
where an elephant is pictured as ‘ greatly tormented by sepa- 
ration with the swarm of bees leaving his temples’ owing to. 
.the drying up of their stream of rut. The king however, 
merely receives a grunt of encouragement from the happy 
elephant and leaves him undisturbed any further in his romantic 
love affair. The. king next goes to the mountain and wants 
to ask him about Urvasi. At this moment a hog in a defiant 
mood, but ready to act, is described in an Anyokti stanza. 
(v.48). This is probably to suggest the king's persistent efforts 
in Spite of disappointment. The mountain too causes a deception 
by his echoes and the disappointed king meets a rivulet rushing 
forward over the sides of the mountain. While he is engaged 
in an attempt to pacify the rivulet thinking her to be Urvaéi 
herself assuming that form, we get yet another Anyokti stanza 
(v.54), this time describing the tumultuous ocean enjoying his 
majestic dance in the company of his friend the rain- cloud.. 
Even here, it is difficult to see how exactly the dancing ocean 
represents the king; but it is not impossible to suggest that it 
stands for the indomitable spirit of optimism in the king, who 
would not give up his hopes in spite of repeated frustration, 
37. The king realises that the river was not Urvasi and 


now decides to go back to the place where Urva$i had suddenly 
disappeared, i. e., at the very entrance of the Kumarayana.. 
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He, however, in the meanwhile, desires to. consult a stag 
"hom he sees on the way. Here we get the next Anyokti 
‘stanza, (v.56), which nevertheless is composed in Sanskrit 
and describes the celestial elephant Airavata roaming about 
in the celestial garden, the Nandana-vana, but in a depressed 
mood owing to the separation from his beloved mate. The 
‘Stag is inattentive and the king leaves him with a sad reflec- 
tion that a man in distress and difficulty is easily neglected 
and offended. He then proceeds towards a red Kadamba, 
whose flower had been used by Urvaéi before entering this 
forest in which the king has been wandering in search of her, 
Suspecting that she had concealed herself somewhere in it, 
Or had assumed an un-human form by her mystic powers to 
torture the king. This would mean that the king had now 
returned to the very place from where he had started out in 
Search of Urvasi and where she had suddenly disappeared, as 
he. himself tells us at 55.3-4. That he was wandering in the 
Kumaravana which must be supposed to be bordering on the 
Vidyadharavana, is also clear from the words of Citralekha 
at 2.28. The red Kadamba thus must be regarded as lying 
Somewhere on the outskirts of the Kumaravana, and not in 
it. The king is obviously referring to an occasion when he 
was still in the good grace of Urvaśi, in v. 61. Not far from 
this Kadamba tree he Spots out a red gem in the crevices 
of a rock. He picks it up; but remembering with tearful 
. ‘eyes how Urvaéi alone was fit to wear it in her hair, decides to 
throw it away, fearing that otherwise, the only result would 
be for him to keep looking at it and spoil its lustre with the 
unavoidable tears which must gush down from his eyes 
through the memory of his beloved. At this point, the next, 
and the last Gajanyokti ( v. 63) is introduced, describing the 
elephant as ‘very dejected, with his hope fixed on his beloved, 
having a lean face, and eyes full of tears.’ At the bidding 
of an unseen voice, which said that the gem had the power 
of reuniting separated lovers, the king takes it up and preserves 
it for being ultimately presented to Urvaéi, though the 
immediate promise was to hold it on his cro 
and affection ( v. 66), 
Immediately after 
Madhayi creeper, 


wn out of respect 
if the union were brought about by it. 
the find, the king comes across a 
which had no flowers at that time and so 
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no bees were hovering around it. He imagines that the creeper 
very much looked like Urvasi, not this time in an angry 
mood, but in a mood of repentance for having neglected 
his. sincere professions of love. As a matter of fact, the 
creeper was Urvasi herself and as a result of the powers of 
the gem, the lovers become united when the king embraced 
the creeper. Hereafter the only. Anyokti stanza that we 
get is the Naiskramiki Dhruva, v. 75, describing the happy 
young swan flying up to the skies at will after being 
united with his separated mate. 


38. This detailed examination of the occurrence of the 
Anyokti stanzas ought to leave no doubt that they bear some 
relation with the movements and actions of the king while 
he is on the stage. They are introduced whenever the king 
goes from one object to another for inquiry or whenever 
Something new is started by. him. They may, therefore, be 
properly styled as the Aksepiki Dhruvas, since they serve 
a double purpose of the audience, namely, by offering them 
an Aksepa or suggestion about the king’s condition, and 
another Aksepa or diversion from the monotonous wailings 
of the king. Out of the five kinds of Dhruvis, the Práveéiki 
alone has been used by later dramatists as is seen from the 
one employed by Murari in his Anargha-Raghava, 1.13. 
The authors of the Natyadarpana mention another Pravesiki 
from the Vth Act of a drama called Devi- Candragupta, 
while our commentator Kone$vara refers to yet anotlier one 
from a drama called Jdanaki-Raghava. In all these three 
cases, an elephant is chosen as the animal to represent the 
hero and Gatha as the metre in which it is composed and . 
this seems to have been the common practice even in the 
days of Kālidāsa, In our drama the elephant is chosen in 
10 out of 20 Anyokti stanzas, including the Práve$iki of the 
hero, though the Pravesiki of the two nymphs refers to a 
pair of female swans. This bird has, as a matter of fact, 
been chosen for all the Anyoktis in connection with the 
nymphs, and also for the Naiskramiki of the hero. He is 
thus found in 7 Anyoktis in all, while the Boar, the dancing 
Kalpataru and the dancing Ocean have claimed only one Anyo- 
kti stanza each. But even though Kalidasa has thus introduced 
the elephant more often than the swan, his preference for 
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the bird is unmistakable. This young royal swan is brought 
in on three different occasions, at the beginning of the 
king’s wanderings (v. 6) as ‘full of grief and dullness;’ in 
the middle of it, as ‘a little eager and expectant’ ( v. 41 ), 
and lastly at the end of all, ‘as happy and cheerful’ (v. 75), 
thus representing the king in the three different stages of 
his roaming career in the forest. The use of the word vimana 
in v. 75 very definitely suggests the identity of the king and the 
Swan. ५ i 

39. Ithas been said above that the purpose ofthese 
Anyokti stanzas is both suggestion and diversion ( aksepa ). 
The need for the latter which I believe, is their main purpose 
will be well appreciated if we compare the IVth Act ofthe 
VihramorvaSiya with the IXth Act of Bhavabhiti's Malati- 
Madhava and the Illrd Act of his Uttara-Rama-Carita. 
It is generally believed, and for good reasons, that the IXth 
Act of the Malati-Madhava is modelled on the IVth of the 
Vikramorvasiya ; but we must bear in mind that there is an 
essential difference between the two. In the Malati-Madhava 
the hero is not left all alone on the stage in his uninterrupted 
laments so as to be tiresome to the audience. His bosom friend 
Makaranda is there to serve as a foil to his pathos and to divert 
the attention of the audience from him and his pathetic condi- 
tion to other things as well. The presence of the invisible Sita 
by the side of the wailing Rama in the IIIrd Act of the Uttara- 
Rama-Carita is, on the other hand, much more impressive and 
Successful in serving the same purpose. But even the idea of 
introducing invisible Sita by the side of Rima was very likely 
Suggested to Bhavabhüti from the character of Urvaéi in our 
drama, who could ascertain for herself the genuineness of the 
king's love for herself without being noticed by him, owing to 
the very peculiar position in her changed form as a creeper, 
where she Tetained her inner consciousness, but not her external 
form. Kalidasa’s difficulty in achieving the same purpose* of 
33, Heightening of the emotional effect was the main purpose of 

the Dhruva-gina according to Dr. V. Raghavan who believes 
* that the Dhruvàs in our drama, as in all Sanskrit dramas, were 

composed and introduced by stage artistes when the drama was 


~ actually staged and that they were sung behind the stage. See 
the article mentioned in footnote 31 above, डु 
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diversion in our drama was obvious; the king's friend Vidisaka 


had not accompanied him to the pleasure-resort and even if he: 
had done so, his very nature would have prevented him from 
following the king in his painful wanderings in the forest. Nor 
could Kalidasa have taken advantage of the invisible Urva$i, 
Since even for the audience Urvasi was incapable of any move- 
ments, actions, gestures or speech by which she could divert 


- their attention, even for a while from the uninterrupted lamenta- 


tions of the king. On the other hand, a careful artist like Kāli- 
dasa could not leave the audience entirely to themselves face to 
face with only the wailing king on the stage. Itisin sucha 
Special and peculiar setting that these Aksepikis must have 
been used by the poet? for providing an occasional suggestion 
and the much needed relief to the audience. 


40. The next important question in connection with these 
Anyokti stanzas is: Who recited or sang these and where? 
Further, did they convey merely a word-picture of the animal, 
bird or object, or was there anything like a visual representation 
of these by means of a large life-like picture or a full-size clay 
model or by some other means? It is indeed difficult to 
answer these questions satisfactorily, yet an attempt may be 
made. These Anyokti stanzas were certainly not recited by 
the king, nor by any particular character on the stage, as none 
such is mentioned either in the body of the.text or in the stage 
directions. On the other hand, if they had been recited or 
sung by some one behind the curtain,» the representation of the 
animals etc., mentioned in them would be only auditory and 
not visual. But this is less likely ; besides, many of these as 
well as the Pratyukti stanzas are associated with what is styled 
as Carcari in the stage directions and this latter was a sort 
of dance-music, as will be shown below (paras 44-47 ). 
This leaves no doubt that these Dhruva stanzas Supplied a 
breathing time to the audience while they listened to the king's 


34. Kālidāsa was not merely a poet, but also a consummate artist; he 
: must have personally supervised the staging of his dramas as 


i his reference to his own prayoga-vijlüna at Sakuntala I. 2 
clearly shows, 


935. This is what is suggested by Dr, V. Raghavan ; see footnote No, 
~ 38 above, 
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lamentations, or rather to his monotonous addresses to the 
animals and objects; but the actual wording of these which is 
practically of the same pattern, had comparatively little to do 
with this function, that being mainly the charge of the dance- 
music which accompanied them. Dance-music, mostly instru- 
mental, implies dancers and musicians whether male or 
female, and so we may hazard a guess which may not be far 
from the truth, that the Anyokti stanzas were recited or sung 
by a dancing girl or girls, who conveyed the idea about the 
animal, bird or the object, by means of dance-postures, gestures 
and appropriate action. These artistes may have normally 
remained behind the curtain, appearing on the stage through 
the wings only at the time of singing and dancing, but otherwise 
leaving the king alone on the stage. The highly developed 
State of dancing in the days of Kalidasa makes this very pro- 
bable. Such a representation would be far more effective than 
any other kind of it, and further, we may imagine, that the 
Sentiment too, would not be much disturbed if the music and 
presentation are sufficiently skilful and appropriate; on the 
other hand it would be greatly assisted. This looks more likely 
too, in view of the fact that on four or five occasions the king is 
represented as dancing while he addresses the inmates of the 
forest (vv. 24, 34 a) or when an Anyokti stanza (v. 12 ) or even 
a Sanskrit stanza (v. 58) was being recited. 


D : Language of the stanzas (41): 41. We have said above 
that the language of the Pratyukti stanzas is generally Apabhra- 
méa and that of the Anyokti ones is generally Maharastri, The 
Apabhrarhsa language of the former is, however, a little archaic, 
Showing an optional use ofthe nom, accu. sing. ७, as also its 
optional employment even when the word is the first or the 
Second, but not the final member of a compound and even 
when itisinthe vocative case. The surest indications of the 
language, however, are the instrumental in e (or em), the forms 
maim, paim, mahu, and tujjha, absolutives in vinu, vocatives 
ind, the Adila metre, in addition to the forms in v. On the 
other hand, we find a mixture of the Maharastri and the Apa- 
bhrarhéa in some of the Anyokti stanzas, 
29, 48 and 54. 


E: Metre of the stanzas (42-43); 42, As regards the 
metre of these stanzas, itis possible to determine most of 


as for example in vv. 12, 
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these, but in a few cases it is difficult to decide the PERS 
nature ofthe metre, owing to the unsatisfactory condition o 
the text. I have tried to reconstruct the text of the stanza In 


xc - n 
such cases with the help of the existing material and my ow 
knowledge of Prakrit prosody. One thing, however, is certain 


and it is that they are all Matra or Tala Vrttas, including ae 
the metre of the Anyokti stanza composed in Sanskrit, No. 5 1 
Another very striking thing is that we have here some rea 
Ardha-sama Catuspadis, i, e., Catuspadis whose 1st and 2nd, as 
also 3rd and 4th, Padas are equal and similar, or in short 
whose halves are unequal and dissimilar, though the Padas of 
which they consist are equal and similar. Such Catuspadis are 
mentioned by the older prosodists including Hemacandra but 
not illustrated. What they actually illustrate, are the Antara- 
sama Catuspadis, popularly known as Ardhasama, where the 
stanza consists of two equal and similar halves, which however, 
contain unequal and dissimilar Padas of corresponding consti- 
tution, the 1st being similar and equal to the 3rd and 2nd to the 
4th. In a few cases we also find couplets consisting of 2 
stanzas in different metres, one of them being usually a Dvipadi 
and the other a Catuspadi. The names of some of these appear 
to have been mentioned in the stage directions prefixed or 
affixed to them, but they are not identical with the names of 
these metres which are found inthe now available works on 
Prákrit prosody. All these features of these stanzas leave an 
impression that they belong toa very old period of Prakrit and 
Apabhramsa prosody, 

(N. B. The figures within the brackets indicate the Matra 
Ganas separated by a comma, in the case of a Sama Catuspadi; 
the number of Matras in the odd and even Padas separated 


by acolon, inthe case of the Ardhasama Catuspadis and the 
number of Matras in all the Padas separated by a semicolon, 


in the case of the Visama Vrttas. The following abbreviations 
are employed: Ck. Chandahkoga of Ratnasekhara, published 
as Appendix II of Kavidarfana mentioned below; H. 
Hemacandra’s Chandonusdsana, published in the Singhi Jain 


Series, Bombay, 1960; Kd.  Kavidarpana, published in the 
Rajasthan Puratan Granthamala, Jodhpur, 1960; Pp. Prakria- 
paingalam, edited in the Bibliotheca Indica, Calcutta, 1900- 
1902; Vjs. Vittajátisamuccaya of Viraháüka, published in the 
Rajasthan Puratan Granthamala, Jodhpur, 1960.) - 


0 
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(12; 18; 12; 15); A Visama Catuspadi which is well 
known as Arya or Gathá; it is sometimes considered 
as a Visama Dvipadi. See Kd. p. XII. 


(4, 4,5); A Sama Catuspadi called Khanda, whose 
Páda contains two Caturmatras and a Paficamatra at 
the end; this metre along with the other two, Upa- 
khanda and Khandita (which last has 14 Matras in its 
Pada as against the 1 3 of the other two), is known also 
by the general name Avalambaka. See H. 4. 53-56. 


This is the same as v. 2, but here it is called Jambha- 
lika, in the stage direction. 


(6, 4, 4): A Sama Catuspadi called Khandita Avalam- 
baka, whose Pada contains a Sanmatra followed by two 
Caturmátras. For the name Avalambaka see under 
v.2. In Kalidasa’s Stage directions this and v. 75) 
which is similar to v. 2, are given a common name 


Khandadhara corresponding to Hemacandra’s Avalam- 
baka, 


This isa Gatha for which see ए. 1 above. This seems 
to have been a conventional metre for a Pravesiki 
Dhruva or Aksiptika. See above, para 38. 


This is a Khanda for which see above v. 2. 
(12 : 11): An Antarasama Catuspadi called Upadohaka, 
which along with Matra is one of the oldest Apabhramáa 


Metres. Its odd Padas have 12 Matras and even ones 
have 11 (8+SI ); see Kd. 2. I5. ; 


: (4, 4 4, 4 5) : This is a Sama Catuspadi, whose Pada 


Contains 21 Matras. It is called Abhanaka at Ck. 17 


and is also an old Apabhrathéa metre. See also under 
V. 54 below, 


(18:22): This is an Ardhasama Catuspadi, the first two 
Padas having 18 Matras each and the last two having 
22 each. It is however, necessary to emend the third 
line by reading niaraaru for niaru at the end of it, as 
Shown by metre and sense, It contains a Ripaka 
where a Kalpataru is regarded äs a dancer and its 


~ tender foliage as his hands (with reddish palms). 


V. 14: 


V. 28: 
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(4 Caturmatras each ending in a long letter ) : This is a 
Sama Catuspadi, each Pada having 16 Mātrās made up 
of four Sa Ganas. Kalidasa's stage direction calls it Bhi- 
nnaka, but according to Vjs. 4. 54, it ought to be called 
Chittaka. Our stanza further shows an internal rhyme, 
each Pada being divisible into two equal and rhyming 
parts. Vjs.4. 55 mentions a metre called Bhittaka, 
whose Pada contains 3 Adiguru Caturmatras and two 
long letters at the end. i 


: This is an Ardhasama Catuspadi whose first two Padas 


contain 12 Matras each, while the last two have i4 
Matras each, thus the first half being that of the Mahanu- 
bhava ( H. 6.27) and the second that of the Khandita 
or Khandadhara mentioned under v. 4 above. Kalidasa’s 
name for this Ardhasama is Khandaka as seen from the 
stage directions. 


: This isa Sama Catuspadi, whose Padas contain 24 Matras 


each either divided into 6 Caturmatras or distributed as 
6, 4, 4, 4, 4, 2; it is variously called Kavya, Vastuvadana, 
Rodaka or Utsüha by H. V. 2,25; Ck. 13; PP. I. 109; 
Kd.2.25. It will be seen that I have emended the 
Stanza a little from the existing variants, offered by the 
critical editions. 


: This is a Sama Catuspadi whose Padas contain 17 


Matras each divided into three Caturmatras and one 
Paficamatra, here a Madhyalaghu one. It is called 
Ragadà Dhruvaka at H. 6.32. 


: This is a common metre of Apabhraméa poetry; it isa 


Sama Catuspadi, each Pada having 4 Caturmátras in it, 
It is called Vadanaka or Paddhadika for which cf. H. 
5.285 6.31. 


This is a couplet, the first stanza being a Sama Catus- 
padi, each Pàda containing 17 Matris, like v. 23 above. 
The second stanza is merely its appendage of two Pàdas 
each having 14 Matras like v. 4 above. Such a short 
Dvipadi is not raentioned by prosodists, but it may be 
called a Khanditardha Dvipadi. In the second stanza I 
have adopted the reading of Pandit's ms. 


oe 
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V. 29 


V. 34 


४ This is a Sama Catuspadi called Khandita for which see 


v. 4 above. 


: This stanza has the Vadanaka or Paddhadikà metre like 
v. 24 above. Here it is split up and a Sanskrit stanza 
is given after each of the two lines of its first half, the 
second half coming after the second Sanskrit stanza. 
For its interpretation, see Introduction, para 28. 


V. 35: The metre of this Sama Catuspadi is Khandita; see v. 4 


above. The last line is the same as that of v. 28. 


: This is a Sama Catuspadi, each of whose Padas contains 
only 10 Matris in it, divided into 2 Caturmitras and a 
Dyimatra. It is called Sasinkavadanà at.H. 6.25. All 
available mss. read mahuvdsara in the 3rd line; but 
from the point of view of sense and metre the word 
ought to be mahu-sara ‘a lovely lake’; ‘playing in the 
lovely lake where the bird himself was sporting’ is what 
is expected and not ‘playing on a spring day’ since this 
latter is not correct, The rains have started and the 
day cannot be called a ‘spring day’. Besides what 
connection could be there between a Cakravaka and the 
madhu-vasara’ or spring day ? 


V. 41: This too like the last one is a Sama Catuspadi of the 


V. 45: 


SaSaikavadana type, each Pada having 2 Caturimatras 
and 1 Dvimatra. It will be seen that in the 3rd Pada the 
word sare is necessary and has been adopted in this 
edition with Ranganatha and others. o in nao is short. In 


the 4th Pada kamavase ‘under the influence of passion’ 
is the correct reading. 


: This is a Sama Catuspadi whose Padas contain 8 Matras 


divided into 2 Caturmatras only in each. It is called 
Vijayaka at Ck. 19; I emend he for ha in the first line 
and adopt ganduddhua for gandhuddhua in the third 
line from Pandit's K ms. ‘from whose temples (garda) 
the bees have been shaken off’ owing to want of rut. 


This is a Vadanaka stanza; see above v. 24. Pada- 
kulaka is one more name of the metre given at PP. 


- *«L 129. 


: This is another Vadanaka stanza; see above v. 24. 
: This too is Vadanaka, but it has a special name Adila 


when all its Padas have one common rhyme, consisting 
of a few letters conveying different meanings in the 
different Padas; see H. 5.30. 


: This is a couplet; the first stanza is a Dvipadi having 25 


Matras in each of its two Padas, with a Yati after the 
12th Matra. The second stanza is in the Abhinaka 
metre for which see above v. 11. In the last line we 


have to read dhe in rundhei with a short e, or read 
rundhai. 


: This is a Sanskrit stanza, but it is composed in a Matra 


Vitta of the Dvipadi type. Each of its two Padas 
contains 46 Matris. Itis called Viéalà Galita at Vjs. 
4. 90 and is one of the several Galitàs defined by Vira- 
haika at Vjs.4. 89-105. The stage direction affixed 
to the stanza calls it a Galitaka. The next stanza too 
belongs to this class. 


: This is, as said above, another Visala Galita Dvipadi. 


I have adopted metrically suitable readings in both the 


cases from the existing ones as offered by the different 
mss. 


: This is another Khanda Avalambaka for which see above 


v. 2. Here too I have adopted metrically suitable 
readings from among those that have been offered by 
the existing mss. 


: This is one more Vadanaka, Paddhadika or Padakulaka, 


for which see above v. 24. 


: This also is a Vadanaka as above. 
: This is a stanza in the Khanda metre, for which see 


above v. 2; in the stage direction which is affixed to. it, 
it is described as a Khandadhara, which is also the name 
given to another similar metre at v.4. See unZzz v. 4. 
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43. We have thus 15 different metres employed here in the 
IVth Act for the different Prakrit and Apabhraméa stanzas 
Of these 2 are Dvipadis of different length (vv. 48, 56, 59) ; 1 
a Visama Catuspadi (1,5); 1 an Antarasama Catuspadi (8); 
2 Ardhasama Catuspadis (12, 19); and lastly 9 Sama Catuspadis 
of different length ( 2, 3, 4, 6, 11, 14, 20, 23, 28, 29, 34, 35; 36 
41, 43, 45, 50, 53, 54, 59, 63, 68, 71, 75). As regards the names 

. used in the stage directions, we find that the Khandaka ( v. 19 ) 
is a mixture of Khanda and Khandita of Hemacandra; the 
Khandadhara is either a Khanda or a Khandita (vy. 4, 75); the 
Khandika is a Sakvari Dvipadi ( v. 48); the Khuraka is Hema- 
candra's Ragada Dhruvaka (23); the Galitaka is Virahaika’s 
Visala Galità (vv. 56, 59); the Jambhalika is Hemacandra’s 


Khandita (v. 3) and lastly the Bhinnaka is Virahanka's 
Chittaka® ( v. 14 ). 


36. Fora further discussion see paras 15-18 in the Introduction to 


Hemacandra's Chandonusasana published in the Rajasthan 
7 «tan Granthamala, Bombay, 1960. 


V. UNUSUAL STAGE DIRECTIONS IN ACT IV 


A: Carcari (44-47): 44. The most important and frequent 
among these is Carcari or its diminutive Carcarika. It occurs 
about 25 times and appears only in two case-forms, the 
nominative and the instrumental, the latter being always from 
the diminutive base Carcarika. We shall first try to find out 
what the instrumental form signified from its context and more 
particularly from the verbs with which it is associated. This 
instrumental form occurs only in eight places and is connected 
with the following verbal forms :-vicintya (11.1); upaviaya 
(20. 1); avalokya (21. 1) and upasitya (34b. 1; 36. 1; 50. 1; 
54. 1; 68. 1). In all these cases, except one (21. 1), the direction 
comes immediately after a Prakrit stanza, which itself 
immediately follows the stage direction carcari, except again in 
the case ofv.68. This fact broadly indicates that these six 
Stanzas, viz. vv. II, 20, 34, 36, 50, and 54 are accompanied by 
carcari both-before and after their recitation, or in other words, 
these may be regarded as Carcari stanzas. There are two more 
Stanzas namely, vv. 12 and 24, which too may be regarded as 
Carcari stanzas for similar reasons. They are preceded by 
the direction carcari and followed by the direction iti nartitvā 
or dena nartitud or etadeva nartitud. These latter words clearly 
Show that these stanzas also were sung to the accompaniment 
of a carcari dance in which even the king took part. The 
direction carcar? again occurs before the first line of v. 34, and 
itt nartitvā after it, while carcarikaya upas?tya occurs at the 
end of its second line. The 3rd and the 4th lines óf the same 
Stanza are both preceded and followed by the direction punas 
carcari. The word punah inthe direction is necessary here 
because between the two halves of this stanza, i.e. V. 34,a 
Sanskrit Sloka intervenes, which it is clear from this same 
word, was not accompanied by carcari. This is also true of 
the earlier Sanskrit stanza v. 32, as this too is independent of 
the direction carcari. Incidentally, the use of the word punah. 
here and at 21. 3, where too, we get first the direction 
carcarikayd avalokya and then punas carcarl, shows that 
the two words carcari and carcarikd are used in the same 
sense. Thus the juxtaposition of carcari and carcariha (in the 


instrumental case), as also their implied identity of meaning, 
ought to leave no doubt that the sense of the instruments! case 
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is ‘accompaniment’, (sahdariha) and not ‘ instrumentality ’ 
(karanartha). In other words, carcarika is to accompany the 
act signified by the verb with which it is" associated ; it does 
not express the mode or instrument of doing the act. 


45. Other stanzas which may be called Carcari stanzas 
are VV. 35; 45; 59; 71 and.75. All these. are preceded by the 
direction carcari, and are very likely intended to be accom- 
panied by carcari. Ten out ofthe 15 stanzas discussed above 
are Pratyukti stanzas sung or recited by the king and it 
seems quite likely that the king too took part in the carcari 
presented on the stage by the professional dancers as sugges- 
ted in para 4o. Butit will be noticed that carcari did, not 
always accompany a Prakrit stanza and that it sometimes. was 
associated with a Sanskrit stanza, or even with a prose passage 
in Sanskrit. For the direction carcarikaya avalokya in 21. x 
immediately follows the Sanskrit-stanza, v. 21, which. the king 
has;addressed to a peacock. Immediately after the prose senten- 
ce which comes after this direction, and before the next one we 
get another direction unag carcari, this latter is not connected 
with either a Sanskrit or a Prakrit, stanza. There is yet another 
Sanskrit stanza, v. 58, which seems to be.a carcari one and 
so accompanied by a.carcari dance, since at the end of it we get 
the direction it! nartitvd carcari. The first two words from this 
direction pertain to the preceding stanza as it! and the absolu- 
tive form suggest, while the.third word carcari belongs to the 
following one, namely. v. 59. Similarly; at 13.3 we get the 
words puna carcari, where obviously carcari is not intended to 
be associated with any Sanskrit or Prakrit stanza. .Coming 
after this direction puna carcari, we .get another: significant 
direction pathasya ante bhinnakah, where patha. very naturally 
refers to the patha of the: carcari, Perhaps, from the general 
use of the root path and the noun ?aíha in connection with a 
Sanskrit stanza, we may be permitted to surmise that. in the 
case of Sanskrit stanzas: ora prose passage. in Sanskrit, the 
carcari involved -a patha and not a gāna.aş in the case of 
Prakrit-and-Apabhraméa stanzas which are geya. If this were 
true, the word patha in the. case under ‘consideration, may. 
roles to the recitation of the Sanskrit Stanza v. 13, or any other 
Sanskrit Stanza or prose passage. This occurrence of the direc- 
tor:ca*za7; outside the context of a Sanskrit or Prakrit stanza 
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might show that sometimes, carcari was unaccompanied by 
any pathya or geya stanza and that instrumental music alone 
might have accompanied it. Ws 


46. We have seen above that carcari and carcarika até 
identical and that therefore, the meaning of the instrumental 
case is ‘accompaniment’ and not ‘instrumentality’. But it 
must be admitted at the same time, that the use of the instrü- 
mental case for the corresponding word dvipadika with almost 
the same verbs might lead us to a slightly different conclusion. 
Doipadika, as will be shown below, signifies ‘a mode of move-. 
ment’, and the use of the instrumental shows that the action 
expressed by the verb ‘was to be modified by this mode of 
movement. This same may be true even of carcariká which in 
that case, must be considered to belong exclusively to the king, 
and thus meaning a sort of zig-zag movement, as Bollensen 
Suggests (pp. 511-512), ora kind of solo dance, as indicated 
by the diminutive form. In any case both caca? and carcarika 
must mean ‘a dance, a musical dance,’ the former being of the 
chorus type, the latter of the solo type, if a distinction is to be 
made between the meanings of the two forms of the word. Thus 
the king either joins the chorus or gives a solo performance (!) 
and that the king was expected to dance is made quite clear 
from the direction iti nartitva occurring for him in five places 
(12.1 and 3; 24.1; 34a.1 and 58.1). As regards the exact 
meaning of the word .carcaz?, we saw above that the. stanzas 
associated with carcari are not composed: in one particular 
metre and this shows that the word does not signify a metre 
at least in our drama. . It is true that sometimes carcari invol- 
ved the recitation of some composition, as is seen from the 
Solitary, but definite reference to the pdtha; in .13.1. Its usual 
association with a Prakrit, or in a few cases, a Sanskrit stanza, 
Shows that it mostly accompanied the singing of the Prakrit.or 
the recitation of the Sanskrit stanza, if such a’ one is provided 
by the author; but otherwise it may accompany the. singing or 
the recitation of any common song, or may even be without any 
one. This is:also borne out by the description of a cazcai in 
the Karfüramanjar IV. 10-18, where reference is mostly 
made to dance and instrumental. music, and to vocal music 
only in one case. A reference to carcari dhvani is fourid also in 
Ratinavali of Sriharsa. All this. would show that (1) carcari 
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is not the name of any one particular metre; (2) that it could 
be presented to the accompaniment of either a Sanskrit ( though 
this was very rare) or (more generally) a Prakrit stanza, or 
Sometimes even in the absence of any particular stanza; (3) 
that the recitation of acommon song or any particular stanza 
did not form any essential part of a carcari; and (4) that its 
main attraction lay in its dance and instrumental music which 
accompanied it.” References to carcari in older literature 
confirm these conclusions. Thus carcari mentioned in Kuvala- 
yamäālā- kathā is associated with a stanza in the Vadanaka 
metre which is a Sama Catuspadi with 16 Mátrás in a Pada and 
which is the metre of our stanzas vv. 24, 34, 45, 50, 53, 68 and 
71. The carcari composed by Jinadatta is in the Abhanaka or 
the Rásaka metre which is also the metre of our stanzas vv. 
11, 28 ( 1st ) and 54 (2nd). The commentator of Jinadatta's 
carcari remarks iyam ca nrtyadbhir giyate : ‘And this is sung 
by persons while they dance’. Solhana’s carcari is in the Doha 
metre for which see our stanza?! v. 8. 


47. Onthe other hand, the word has come to signify a 
particular metre of two Padas already at the time of Svayambhü 
in the oth or the roth century A. D. Svayambhü explains it as-a 
Dvipadi with 37 Matras in each of its two Padas, with a Yati 
after the 14th and the 22nd Mātrās in a Pada. Rajasekhara, 
R. 5.216 and Hemacandra, H. 7. 47 agree with this view of 
Svayambhü. Sticandra in his Ratnakarandaka Sravahacara 
(composed in Sam. 11 23) mentions it as one of the metres 
along with Aranala, Avali, Adila, Madila etc. But the Prakrta 
Paitigala 2.184 gives the name Carcari to a Varna Vitta which 
has 18 Aksaras in each of its four Padas divided into 7a-sa-ja- 
Jja-bha-ra Ganas. It is interesting to note that the illustration 


97. See above para 40. 

38. See Apabhrarisakavyatrayi (७. 0. S. No. 13 ), Introduction p. 114. 
In the Bhavaprakatana of Saradatanaya (G. O, S. ed. p. 264) 
Carcari is said to be the name of an Uparüpaka called Natya- 
rasaka where a pair of dancing girls appear on the stage, Vira- 
kavi in his Jambisvamicarita (composed in Sam. 1076 ) says 


that it was composed in the Carcari-bandha and was sung; simi-' 


larly Nayanandi in his Sudaréanacarita ( composed in Sar. 1100) 
cations it as probably à dance-song. 
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given here contains the description of a dancing girl, showing 
perhaps how the author of the Prakria Paingala mentally 
associated Carcari with dancing. But this metre Carcari, whe- 
ther a Dvipadi or a Catuspadi, has no connection, at least an 
invariable one, with the cazcari which is under discussion. Our 
carcari which agrees with that in the Karpzramafjari and is 
probably the same as those of Jinadatta and Sodhala, is clearly 
a common name for ‘a kind of dance music’ which was 
generally accompanied by a metrical composition in any metre 
and language. Dance and music formed its soul as it were and 
the metrical composition was its external form, which need not 
have been always of the same type. The name Carcari may 
be compared in this respect with similar other names in Prakrit 
poetry like Dhavala, Mangala, Phulladaka, Jhambataka and 
the like. These names are given to a class of songs which may 
be composed in many different metres, provided they served a 
Particular purpose, like the praise of a hero, an auspicious ‘ 
occasion, glorification of a deity. etc. . See H. 5. 32, 39, 40-42. 
Whenever a particular metre like the Uts&ha was used for the 
praise of a hero, it was specified as an Utsiha-Dhavala and so 
on. We might similarly call the different Carcaris as the Dohā- 
Carcari, the Abhanaka-Carcari, the Vadanaka-Carcari and the 
like. But owing to the very subordinate position of a stanza in 
the carcari, no such names seem to have acquired currency. 


B: Other terms (48-50): 48. We shall now examine the 
other terms which occur in the stage directions and we shall first 
take up those that appear allied with the carca;. Such are Rutili- 
ha, mallaghati, dvilaya, kakubha, upabhanga, caturasraka and 
ardhadvicaturasraka. Of these kutilika occurs in three places; 
intwo of them the term is prefixed to a single line of a stanza 
(v. 35a; 43a) and once to a whole stanza (v. 53). At the end of 
this last we get the direction Autilikanie carcari. In the first two 
cases, the term mallaghati (or mandaghati according to some 
mss.) is prefixed to the 2nd line of the same Stanza, and this 
shows a closer connection between the two. Again, the direction 
carcar is prefixed to the last two lines of the first of these three 
Stanzas, i. e. v. 35, but that itself is preceded by the direction 
dvilayánte. In this manner the three terms Rulilikd, malla- 
ghati and dvilaya seem to belong to the class ofthe carcari 
and are closely allied with it. Ifthe names are supr-ead to 
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contain any indication about the meaning of these terms we 
may say that kifilikd was a dance with crooked and difficult 
movements,‘ allaghati involved the use of earthen pitchers 
(like the Garba in Gujarat); and doilaya was danced in two 
different Layas, the fast and the slow. The commentators 
Rabganatha and-Kone$vara try to explain these terms in their 
own way ; the former calls the first two as Natya-visesas and 
the last as a ( double) ‘consonance of dance, song and music’, 
whatever this means. Kone$vara calls the first two as Laya- 
vi$esas, but neglects the third. Their explanations are thus of 
no help to us. It is indeed difficult to say whether the king 
took part in these three dances; for twice these terms are 
associated with an Anyokti stanza (v. 35 and v. 43), but once 
also with a Pratyukti stanza (v. 53), where the direction Aufi- 
likà both precedes and follows the stanza, thus leaving no doubt 
whatsoever, that the stanza was a Aufilikà stanza, and so sung 
to the accompaniment of that dance. The terms kakubha 
and ufabhanga are used in relation to v. 28, which is an 
Anyokti stanza of 6 lines. It is very likely that these six lines 
are here called Upabhahgas, which were to be done or pre- 
sented to the accompaniment of kakubha which therefore 
seems to be a kind of dance movement, like kutilikd. Ranga- 
natha says it is a kind of melody and Konesvara seems to agree 
with him; upabhanga is explained as an Avaccheda by the 
former and asa Laya by the latter. Perhaps the direction 
kakubhena sad upabhatigah means the Kakubha dance was to 
be done in six different ways corresponding to the six Kakubhs 
or directions (the four chief ones, the lower one and the upper 
one). Lastly, the terms ardha-dvi-caturasraka and caturas- 
vaka are found respectively prefixed and affixed to an Anyokti 
Stanza, v. 41. In the former case, the word is used in the nomi- 
native case; but in the latter it is in the instrumental and also 
followed by the verbal form upavigya. Its association with the 
verb of motion shows that it signifies a mode of movement; 
which may either be a dance-movement or a mere pose. ` 


49. There is another class of such: terms which usually 
occur in the nominative case They always ‘appear in 
39, ‘The only.exception is Khandadhara wh 


ich occurs in the instru 
otal case at the end.of v, 75, "E - 
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connection with the Anyoktis, and as I have shown in para 43; 
they are probably the names of metres in which the stanzas 
were composed. . Sometimes, they signify: not “one. but 
two or more metres which are closely allied, like the name 
Avalambaka used by Hemacandra for three different but allied 
metres at H. 4. 53-56. They are, khandaka, AhandadAara, 
khandika, khuraka, galitaka, jambhalika and bhinnaka.»® 
Finally, we shall turn our attention to those terms. which are 
always employed in the instrumental case and never occur in 
a direct connection, whether expressed or- suggested, with a, 
Sanskrit or Prakrit stanza.. Most frequent among these.is the 
term doifadikayd, which in most cases is followed by the words 
parikramya ‘avalohya ca (14. 15 16. 1; 27.33.34: 43-39, 4}. 42. ४ 
47. 2; and 51.8), but once each by the- words. «thàya (7.1) 
and upasrtya (63. 1) also. In addition to the verbs of motion, 
however, sometimes it is followed by verbs which signify 
‘seeing’ (digo vilokya `I. 3; 5. 6; 9. 15 22. 1; 28. 1-and- nirüfya 
34.1) Butit will be seen how even in the first- eight’ cases 
the word has to be construed both with parihkramya as. well as 
vilokya (or avalokya), and so it seems that dvipadika was assos 
ciated with both ‘walking’ and ‘ seeing’ like the other word 
carcarikà discussed above. In the case of the latter word viz, 
carcari-rikà, which only- once. each is associated with vicintya 
(x1. 1) and avalokya (21.3 ) we have the advantage of having 
that word used also in the nominative. case as well as its: asso- 
ciation with stanzas which are followed by the significant 
direction iti nartitvā, which have helped us to determine its 
meaning. Here however, the word does not occur in the nomi- 
native case at alland is not associated with any stanzas. On 
the other hand, we get other directions like padadvayam 
१४५७१८७ (45. 1) and paddutare sthitvà (39. 3) which exactly 
correspond to our dvifadikaya parikramya, and the directions 
Parikramya vibhdvya ca (17.1); parikramya avalokya ca 
(47. 5; 55. 5; 60.4; 61.1; 66.1) where the preceding word 
dvifadikay is absent, all of which show that dvipadikd refers 
to a mode of walking and seeing or in other words, it is a pose 
ora posture ofthe body and nota kind of dance-movement 
like carcarihd. The word pada in dvipadikà expressés ‘the 


40. See above para 43 end. 
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step' and not the Páda or foot of a stanza. This is also corro- 
borated by similar directions valantikayd upasriya (24.1; 
30.3), vdmakena kiñcid valitua (25. 1) and sthanakena avalohya 
(44. 1) occurring in a similar context. 


50. There are two more interesting stage directions, namely, 
anjalin baddhvà and janubhyám sthitvd,the former occurring 
at 20.1; 32.33 41.1; 50.1; and 59.1 and the latter at 24.1; 26.1; 
30.3; 36.1; 38. 1-2; 54.1 and 56.1. Both indicate a supplicating 
posture and are employed when the king approaches any animal 
or object for inquiry, but strangely enough, every time in the 
context of a Sanskrit stanza alone, which immediately follows 
them. The direction which requires the king to dance, namely 
iti nartitud, occurring in five places (12.1 and 3; 24.1; 344.I 
and 58.1) in the context of a carcari stanza has been dealt with 
in our discussion of the term carcart above. I have not noted 
yet another group of stage directions, namely ante, antare and 
anantare, occurring either independently or after some word, as 
I think there is no material difference between the three 
expressions, as is seen from.the context where they occur 
and also from the fact that the mss. freely substitute the 
one for the other. Bollensen has stated that an/are signi- 
fies the Simultaneous existence of the preceding and the 
Succeeding things, at least for a while, whereas anantare 
Shows the succeeding thing comes only after the exit of the 
preceding one ( p. 513); but this does not appear to be intended 
by the poet as seen from the facts mentioned above. 


महाकविकालिदासविरचितं 
विक्रमोवंशीयम्‌ | 


Se SS 


प्रथमोउङ्क; । 
Ss EE 
वेदान्तेषु यमाहुरेकपुरुषं व्याप्य खितं रोदसी 
यस्मिन्नीश्वर इत्यनन्यविषयः शब्दो यथार्थाक्षरः 
अन्तयश्च सुग॒क्षुभिनियमितप्राणादिभिसग्यते. 
स खाणुः खिरभक्तियोगसुलभो निःश्रेयसायास्तु वः ॥ १॥ 
नान्यन्ते | 
TATR: | नेपथ्याभिसुखमबलोक्य | मारिष, इतस्तावत्‌ | 
TR प्रविस्य | 
पारिपाश्वेकः । भाव, अयमस्मि । 
सूत्रधार! | मारिष, बहुशस्तु परिषदा पूर्वेषां कवीनां इष्टः प्रयोग- 
६ बन्धः । सोऽहमद्य विक्रमोर्वशीयं नामापूर्वं नाटकं प्रयोक्ष्ये । 
तदुच्यतां पात्रवर्गः स्वेषु स्वेषु पाठेष्वसंमूढे्भैवितव्यमिति । | 
पारिपाश्वक्ः | यदाज्ञापयति भावः | 
2 इति निष्क्रान्तः | 


TR सूत्र । अलमतिविस्तरेण ।- नेप? लोक्य । मारिष परिषदेषा पूर्वेषां कवीनां दृष्टरस- 
: प्रबन्धा । अहमस्यां कालिदासग्रथितवस्तुना विक्रमोवेशीनाम्ना नवेन त्रोटकेनोपस्थास्ये 
Bt Fm Kn MR v. 
१-६ नाम त्रोटकं प्रः Fm Ps 
१.७ अवहितैः for असंमूढे: A Bb Fm Kn M Pi R V. 
१.८ यथाज्ञा' Here and always यथा for, यद्‌ Bb Ft Kn M R V. 


£ 


2 विक्रमोवेशीयम्‌ | 


सूत्रधारः | यावदिदानीमार्यमिश्रान्‌ विज्ञापयामि । 
प्रणयिषु वा दाक्षिण्यादथवा सद्वस्तुपुरुषबहुमानात्‌ | 
aga मनोमिरवहितैः क्रियामिमां कालिदासस्य ॥ २ ॥ 
नेपथ्ये 
अजा, परित्ताअध परित्ताअध । 
२.३ सूत्रधारः | कणं दत्वा। अये, किं नु खलु मढ्िज्ञापनानन्तरमार्तानां 
कुररीणामिवाकारे शब्दः यश्रूते । विचिन्ल । भवतु | ज्ञातम्‌ | 
SERT नरसखस्य मुनेः सुरस्री, 
कैलासनाथमुपसृत्य निवर्तमाना | 
बन्दीकृता विवुधशत्रुभिरथेमागे, 
क्रन्दत्यतः करुणमप्सरसां गणोऽयम्‌ ॥ 3 ॥ 
इति निष्क्रान्तः । 
प्रस्तावना | 
ततः प्रबिरान्त्यप्सरसः | 
अप्सरसः। अज्ञा, परित्ताअध परित्ताअध । जो सुरपक्खवादी 
जस्स वा अंबरदले गदी अत्थि | 


२:२ आयोः, परित्रायध्वं परित्रायध्वम्‌ | 


Re आरीः, परित्रायध्वं परित्रायध्वम्‌ | यः सुरपक्षपाती यस्य वा 
अम्बरतले गतिरस्ति | 


RR 


२७ प्र? दाक्षिण्यवशात्‌ Bt Fa Kn M V. २८ शृणुत जना अवधानात्‌ Bb Fm KD 
M R y. 

२.२ परित्ताअदु परित्ताअदु rt 7५. 7 PrR add जो? to अत्थि (३. ४-५) 

२.३ अये, किमयमकस्माद्रिमानचारिणामाकाशे करुणध्वनिः श्रूयते nt Kn x ४, 
An Fi P2 R add: मत्तानां कुसुमरसेन षट्पदानां शब्दोऽयं Torre एष धीरः | 
आकारे सुरगणसेविते समन्तात्‌ किं नार्यः कलमधुराक्षरं प्रगीताः ॥ 

Ab अनुसृत्य छ F Pa R; उपनृत्य rt kn Pi Rl; for उपसृत्य. ३१ शरणम्‌ for 
POR Bı Fm Kn Pe, 

३*४ cies परित्ताअदु जो? Ft 25. 


प्रथमोऽङ्कः । 3 


a ततः प्रविशत्मपटीक्षेपेण रथारूढो राजा सूतश्च | 
राजा | अलमलमाक्रन्दितेन । सूर्योपस्थानात्‌ प्रतिनिवृत्तं पुरूरवसं 
मामुपेत्य कथ्यतां कुतो भवत्यः परित्रातव्या इति । 
९ TENTI असुरावलेवादो | 
राजा | कि पुनरसुरावलेपेन भवतीनामपराद्धम्‌ | 
मेनका | सुणादु महाराओ | जा तवोविसेसपरिसंकिदस्स सुउमारं 
१२ qup महिँदस्स, पच्चादेसो रूवगन्विदाए सिरीए, अलंकारो 
सग्गस्स, सा णो पिअसही उव्वसी कुवेरभवणादो णिवझ्माणा 
केणावि aman चित्तलेह्दादुदिआ अद्धपथं Sa बंदिग्गाहं 
१५ गहिदा। 
राजा । अपि ज्ञायते कतमेन दिग्भागेन गतः स जाल्मः । 
सहजन्या । पुव्वुत्तरेण | 
१८ राजा । तेन हि मुच्यतां विषादः। यतिष्ये वः सखीप्रत्यानयनाय । 
अप्सरसः। सरिसं एदं सोमवंससंभवस्स | 
राजा | क पुनमा भवत्यः प्रतिपालयिष्यन्ति । 


३.९ असुरावलेपात्‌ | 

३:११ श्वणोतु महाराजः | या तपोविशेषपरिशङ्कितस्य सुकुमारं प्रहरणं 
महेन्द्रस्य, प्रत्यादेशो ख्पगर्वितायाः श्रियः, अलंकारः Mie, सा 
नः प्रियसखी उर्वशी कुबेरभवनाद्‌ निवतेमाना केनापि दानवेन 
चित्रलेखाद्वितीया अधपथ एव बन्दिग्राहं गृहीता | 

२,१७ पूर्वोत्तरेण | 

२.१९ सदृशमेतत्‌ सोमवंरासंमत्रस्य | 

३१३-१४ “भवणादो पडिणिवट्टमाणा समावत्तिदिड्वेण हिरण्णउरवासिणा केसिणा दाणवेण” 

A Ft Ps Rl ( केसिणा omit. in Ps). 


"१७ अप्सरसः | ईसाणीए दिसाए Bt 72 Kn M R V. 
३.१९ सोमादो एकंतरस्स for सोमवंससंभवस्स a Ft Ps, 


3 विक्रमोवेशीयम्‌ । 


२१ अप्सरसः | इमस्सिं हेमकूडसिहरें | 
,राजा । सूत, tari दिश प्रति चोदयाश्वानाशुगमनाय | 
सूतः | यदाज्ञापयत्यायुष्मान्‌ | 
२४ इति यथोक्तं करोति | 
राजा | रथवेगं निरूपयन्‌। साधु साधु | अनेन रथवेगेन पूर्वप्रस्थित 
वैनतेयमप्यासादयेयम्‌ , किं पुनस्तमपकारिणं मघोनः । मम हि 
अग्रे यान्ति रथस्य रेणुवदमी चूर्णीमतरन्तो घनाश, 
चक्रश्रान्तिररान्तरेषु जनयत्यन्यामिवाराबलिम्‌ । 
चित्रन्यस्तमिवाचलं हयश्िरस्यायामवच्चामरं, 
TAT समं खितो ध्वजपटः ग्रान्ते च वेगानिलात्‌ ॥४॥ 
निष्क्रान्तो रथेन राजा सूतश्च | 
रम्भा | हला, जहणिदिइ पदेसं संकमम्ह | 
BR इति शैलावतरणं नाटयित्वा a: | 
NET । अवि णाम सो राएसी समुद्धरे णो हिअअसलं । 
मेनका । मा दे संसओ भोदु । णं उबड्टिंसंपहारो महिंदो 
३-२१ एतस्मिन्‌ हेमकूटशिखरे | 
४.२ हला, यथानिर्दिष्ट प्रदेश संक्रमाम | 
४.४ अपि नाम स राजषिः समुद्धेरेनो हृदयशल्यम्‌ | 
४०५ मा ते संशयो भवतु | ननु उपस्थितसंग्रह्मरों महेन्द्रो मध्यमलोकात्‌ 
सबहुमानमानाय्य तमेव विजयसेनामुखे नियोजयति । 
xa रेणुपदवीं for रेणुवद्मी Bt Fm M Pr Y. vb वितनोति for जनयति n6 FM 
X RV; घट्यति for the same, An. ४० चित्रारम्भविनिश्वल Bt rm M 
PiR V. ४ यन्मध्ये समवस्थितो? Bt FM MPI 2 ५ समस्थितिः for समं 
स्थितो An 
3:33 to ४-५ lost in Kn 
४५ रम्भा | णं दुजआ दाणवा is added in Bt Fi Kn M m v after ag. 


संपराओ for "संपहारो rb Ps 


प्रथमोञ्ङ्क;। & 


६ मज्झमलोआदो स॒बहुमाणे आणाविअ तं एव्व विअअसेणामुहे 
णिओजेदि । 
Tar | सव्वहा विअई भोदु । 
९ सहजन्या। क्षणमात्रं स्थित्वा | हला, समस्ससघ समस्ससध | एसो 
उच्चलिदहरिणकेदणो तस्स राएसिणो सोमदत्तो रहो दीसदि । 
ण क्खु सो अकिदत्थो णिवत्तिस्सदि | 
Us सवी उच्चक्षुषो विलोकयन्ति | 
ततः प्रविशति राजा रथेन सूतश्च । चित्रलेखावलम्बितहस्ता 
भयनिमीलिताक्षी चोवशी | 
१५ चित्रलेखा । समस्ससदु समस्ससदु पिअसही । 
राजा । सुन्दरि, समाश्वसिहि समाश्वसिहि । 
गतं भयं भीर्‌ सुरारिसंभवं, 
त्रिलोकरक्षी महिमा हि वज्रिणः | 
तदेतदुन्मीलय चक्षुरायतं, 
महोत्पलं प्रत्युषसीव पद्मिनी ॥ ५ ॥ 
चित्रलेखा । अम्महे, ऊससिदमेत्तजीविदा अज्ञ वि सण्णं ण 
पडिवज्दि | 
. ४:८ सर्वथा विजयी भवतु | 
४.९ हला, स॒माश्चसित समाश्वसित | एष उच्चलितहरिणकेतनस्तस्य राजर्षेः 
सोमदत्तो रथो इस्यते | न खळ सोऽक्गताथों निवर्तिष्यते | 
३-१५ समाश्वसितु समाश्वसितु प्रियसखी | 
५१ अम्महे, उच्छुसितमात्रजीविता अद्यापि dai न प्रतिपद्यते । 


४०१० उल्लसिद for उच्चलिद Bb Fm Kn M R V. 
४:१६ to Act. II ९:३३ is missing in Kn. 
५१ निशावसाने नलिनीव पङ्कजे Bt Fm M १2 R V; 
५-१ 'भेत्तसंभाविद्जीविदा Bb Fm 31 29 R V. 


* विक्रंमोवेशीयम्‌ | 
५३ राजा | बलवदत्रभवती परित्रस्ता । तथा हि । 
SAR न तावदस्याः कम्पं कुसुमसमबन्धनं हृदयम्‌ | 
पश्य हरिचन्दनेन स्तनमध्योच्छासिना कथितम्‌ ॥ ६ ॥ 
चित्रलेखा हला,पजवत्थावेहि अत्ताणं । अणच्छरा विअ पडिहासि। 
i उवेशी प्रत्यागच्छति | 
३३ राजा । अयि, प्रकृतिमापद्यते ते सखी । 
आविर्भूते शशिनि तमसा मुच्यमानेव रात्रिर, 
नेशस्याचिइतश्ुज इव च्छिन्नभूयिष्ठधूमा | 
मोहेनान्तर्षरतनुरियं लक्ष्यते मुक्तकल्पा, 
गङ्गा रोधःपतनकलुपा गृह्णतीव प्रसादम्‌ ॥ ७ ॥ 


चित्रलेखा | सहि, वीसद्धा होहि | पराभूदा खु तिदसपरिपंथिणो 
हदासा । 


७३ उर्वशी | चक्षुषी उन्मील्य | किं पहावदंसिणा महिंदेण | 


६.१ हला, पर्यवस्थापयात्मानम्‌ | अनप्सरा इव प्रतिभासि | 


७१ सखि, विश्रब्धा भव | पराभूताः ag त्रिद्रपरिपन्धिनो हताशाः | 
७.३ किं प्रमावदर्शिना महेन्द्रेण | 


६७ भयकम्पः कुसुमकोमलं हृदयं Db 74 M 71 R v. ६९ सिचयान्तेन कथंचित्‌ Bb 
F4 M.R V. ६१ कथितः for कथितम्‌ Bt 74 M Pı Rv. The following 
stanza is read in place of ६ (and this latter after पडिहासि in 
६:१) in A Bt 7४ MR ए :-सन्दारइसुमदाम्ना गुररस्याः सूच्यते हृदयकम्पः | 
मुहुरुच्टुसता मध्ये परिणाहवतोः पयोधरयोः ॥ ६4॥ Pi reads it after 
कथितं in ६१; 72 after ९गच्छति in ६.२, 

va-d An (as in text); wa R° for Hu? 5b Fm M RV 
ve "नान्तव्येथतनु? 74 235 “मुक्तकम्पा 74 74; ०मुच्यमाना Bt Fm M R Vi 
vd गच्छतीव for gedit Bb rm M R ₹, 


प्रथमोऽङ्कः। ७ 


fsrerer ण महिंदेण | महिंदसरिसाणुभावेण इमिणा राएसिणा। 
उर्वशी | राजानं विलोक्य | आत्मगतम्‌ । उवकिद खु दाणवेहिं । 
६ राजा। ग्रकृतिस्थामुवैशी RAA | आत्मगतम्‌ । स्थाने खलु नारायण- 
afi बिलोभयन्त्यस्तदूरुसंभवामिमां cgr ब्रीडिताः सवी अप्सरस 
इति | अथवा नेयं तपस्विनः सृष्टिमैवितुमईति | तथा हि । 
अस्याः सर्गविधौ प्रजापतिरभूचन्द्रो चु कान्तिप्रदः, 
शृङ्गारैकरसः खयं नु मदनो मासो जु पुष्पाकरः | 
वेदाभ्यासजडः कथं नु विषयव्यावृत्तकोतूहलो, 
निर्मातु प्रभवेन्मनोहरमिदं रूपं पुराणो मुनि; ॥ ८ ॥ 
उर्वशी | हला, सो सहीअणो कहिं खु भवे । 
चित्रलेखा | महाराओ अभअदाई जाणादि | 
५३ राजा | उशी विलोकयन्‌ | महति विषादे वतेते | पश्यतु भवती | 
यदृच्छया त्वं सकृदप्यवन्ध्ययोः, 
प॒थि स्थिता सुन्दरि यस्य नेत्रयोः | 
स्वया विना सोऽपि समुत्सुको भवेत्‌ + 
सखीजनस्ते किमुताद्रेसाहृदः ॥ ९ ॥ 
उर्वशी । अपवार्य । अभिजादं खु से वअणं । अहवा चंदादो 
अमिञं ति किमेत्य अचरिअ । प्रकाशम्‌ । अदो एव्व णं पेक्खिहुं 


७.७ न महेन्द्रेण | महेन्दसद्शानुभावेनानेन राजर्षिणा | 

७५ उपकृतं खलु दानैः | 

८.१ हला, स सखीजनः कुत्र खळ भवेत्‌ | 

८.२ महाराजोऽभयदायी जानाति | 

९.१ अभिजातं खल्वस्य वचनम्‌। अथवा चन्द्रादमृतमिति किमन्रा र्यम्‌ | 

<a कान्तप्रभः A An rm Ps; कान्तद्युतिः An; for कान्तिप्रदः eb WT 
for रसः epp 47; निधिः for रसः Pa; मासः स for मासो छु An Pu 
८७ स॒ £07 नु 4० 22, cd मनोडतिगं for मनोहरं AD. 

९१ ०किमुतातिसौहृदः Pu; °क्रिमु रूढसौहृदः Bt 7931 V. 


< विक्रमोवेशीयम्‌ | 


५३ ` तुवरदि मे हिअअं । 
. राज़ा | हस्तेन दीयन्‌ | 
एताः सुतनु मुखं ते सख्यः पश्यन्ति हेमकूटगताः | 
ग्रयागतप्रसादं चन्द्रमिवोपएवान्युक्तम्‌ ॥ १० ॥ 
; चित्रलेखा | हला, पेक्ख à 
उर्वशी। राजानं सस्पृहं पश्यन्ती । समदुक्खो पिब व्व मै णअणेहिं। 
१०३ चित्रलेखा | साकूतम्‌। अयि को । 
उर्वशी | सहीअणो । 
रम्भा | सहर्षम्‌। एसो चित्तलेहादुदिअं उच्वसिं गेण्हिअ विसाहा- 
* समीवगदो विअ चंदो EE 
मेनका । निर्वेप्प दुवे वि णो पिआणि उवणदाणि । इअं पञ्चा- 
णीदा सही, अअं च अपरिक्खदो महाराओ त्ति। 


सहजन्या | सुद्ध भणासि | दुज्जआ खु दाणवा | 

अत एचैनं प्रेक्षितुं त्वरते मे हृदयम्‌ । 

१०.१ हला, प्रेक्षख | 

१०-२ समदुःखः पिबतीव मां नयनाभ्याम्‌ । 

१०:३ अयि कः | 

१०.४ सखीजनः | 

१०.५ एष चित्रलेखाद्वितीयामुर्वशी गृहीत्वा विशाखासमीपगत इव चन्द्र 
उपस्थितो राजर्षिः । 

१०:७ द्वे अपि नः प्रिये उपनते । इयं प्रत्यानीता सखी, अयं च अपरि- 
क्षतो महाराज इति । 


१०:९ WE भणसि | दुर्जयाः खळ दानवाः | 


१०९ उन्मुखनयनाळोकाः ४6; उत्सुकनयनालोकाः FM M R V; for sr. 

१2:१-४ चित्रलेखा । हला किं पेक्खसि । उर्वशी । णं समदुक्खगदो पिबीअदि लोअणेहिं । 
चित्रलेखा । .अयि को । उर्वशी । णं पणइअणो | Bb 73 M RO V. 

१०.८ 'अपरिक्खद्सरीरो महा? Bb Fs M R v, 


प्रथमोऽङ्कः । ९ 


राजा । सूत, इदं तच्छैलशिखरम्‌ | अवतार्यतां रथः | 
सूतः | यदाज्ञापयत्यायुष्मान्‌ | 
१२ इति यथोक्तं करोति । 
राजा | चत्रोद्वातं रूपयित्वा | आत्मगतम्‌ । हन्त, दत्तफलो मे 
विषमावतारः । 
यद्यं रथसंक्षोभाद॑सेनांसो रथोपमश्रोण्याः । 
स्पृष्टः सरोमविक्रियमङ्करितं मनसिजेनेव ॥ ११ ॥ 
उर्वशी । सत्रीडम्‌। हला, किंचि परदो ओसर | 
चित्रलेखा | सस्मितम्‌। णाहं सक्का | 
113 रम्भा । एथ, संभावेम्ह राएसि | 
सवी उपसपैन्ति । 
राजा । सूत, स्थापय रथम्‌ d 
यावत्‌ पुनरियं सुभ्रूरुत्सुकाभिः समुत्सुका । 
सखीभिर्याति संपर्क लताभिः श्रीरिवार्तवी ॥ १२॥ 
सूतस्तथा करोति । 


११.१ हला, किंचित्‌ परतोऽपसर | 
११.२ नाहं शक्ता | 
११.३ एत, संभावयाम राजर्षिम्‌। 


१०-१३ राजा रथावतारक्षोभं नाटयति । उर्वशी सत्रासं राजानमवलम्बते Db; उर्वशी 
रथावतारक्षोभं नाटयन्ती सत्रासं रा? FAG Bi Fs M OR V. 
१०:१४ विषयावतारः Fm M RV; खविषयावतारः Fb Po; विषयावतारं Pe. ; for 
बिषमावतारः । 
११६ यदिदं रथ? Bb Fm M Pa R V. ११७ अङ्गेनाङ्गं ममायतेक्षणया BE Fm 
M Pa R V. ११९ स्पृष्ट॑ सरोम? Bb Fm M Pa 2 V; स्पष्टः सरोम? 
Pu. 33d अङ्कुरितमनोभवेनेव A Fm K Ps; अङ्कुरितो मनसि? Pu. 
१२७ संसर्ग for संपर्क Pu. क 
R " 


१० विक्रमोवैशीयम्‌ । 


अप्सरसः । दिट्रिआ महाराओ विअएण वड्डुदि । 
१२३ राजा । भवत्यश्च सखीसमागमेन | 
उर्वशी | चित्रलेखादत्तहस्ता रथादवतीर्य | हला, एध । ARE d 
परिस्सजध । न क्खु मे आसा आसि भूओ वि सहीअणं 
६ पेक्खिस्सं ति। T 
सर्वाः सत्वरं परिष्वजन्ते | 
ररूभा | सव्वहा महाराओ कप्पसदाई gels पालअंतो भोदु । 
९ सूत! । आयुष्मन्‌, पूर्वस्यां दिशि महता रथवेगेनोपदर्शितः शब्दः । 
अयं च गगनात्‌ कोऽपि तप्तचामीकराङ्गद; । 
अवरोहति शैलाग्रं तडित्वानिव तोयदः ॥ १३ ॥ 
अप्सरसः | अम्मो, चित्तरहो | 
ततः प्रविशति चित्ररथः | 
१३,३ चित्ररथः | राजाभिमुखं स्थित्वा । दिष्टया महेन्द्रोपकारपर्यीसेन 
विक्रममहिम्ञा वधते भवान्‌ | j 
राजा | अये, गन्धर्वराजः | रथादवतीर्य | सवागतं प्रियसुहृदे । 

द परस्परं हस्तौ स्पृशतः । 

RERA: | वयस्य, केशिना हृतामुर्वशीं नारदादुपश्रस प्रलाहर- 
णार्थमस्याः शतक्रतुना गन्धर्वसेना समादिष्टा । ततो वयमन्तरा 
चारणेभ्यसत्वदीयं जयोदाहरणभुपश्रुत्य त्वामिह द्रघुमुपागता; | 

१२.२ दिछ्या महाराजो विजयेन वर्धते | 

१२-४ हला, एत । पीडितं मां परिष्वजध्वम्‌ | न खढु मे आशा आसीत्‌ 

` भूयोऽपि सखीजनं ग्रेक्षिष्य इति ।: 

१२.८ सर्वथा महाराजः कल्पशतानि पृथिवीं पालयन्‌ भवतु | 

१३.१ अम्मो, चित्ररथः । i र 

१३९ अधिरोहति” Bt 79 R. 

१३-८-९ अनन्तरं विमानचारिभ्यः for अन्तरा चारणेभ्यः 5६ Fm M Y. 


q^ 


प्रथमोऽङ्कः । ११ 


स. भवानिमां पुरस्कृ सहास्माभि्मघवन्तं द्रघुमहेति । महत्‌ 
खलु तत्रभवतो मघोनः प्रियमचुष्ठितं भवता | प्य । 
पुरा नारायणेनेयमतिसृष्टा मरुत्वते | 
देत्यहस्तादपाच्छिद्य सुहृदा संप्रति त्वया ॥ १४ ॥ 
राजा । मा मैवस्‌ | 
ननु वज्रिण एव वीर्यमेतद्‌, 
विजयन्ते द्विषतो यदस्य पक्ष्याः | 
वसुधाधरकन्दराभिसपीं, . 
प्रतिशब्दोऽपि हरेभिनत्ति नागान्‌ ॥ १५ ॥ 
चित्ररथः । युक्तमेतत्‌ | अनुत्सेकः खलु विक्रमालंकारः | 
राजा | नायमवसरो मम शतक्रतु REAL । त्वमेवात्रभवतीं प्रभोर- 
Tea न्तिक प्रापय | 
चित्ररथः | यथा भवान्‌ मन्यते | इत इतो भवत्यः । 
अप्सरसः प्रस्थिताः । 
६ उर्वशी । जनान्तिकम्‌ | हला चित्तलेहे, उवआरिणं पि राएसिं ण 
सक्कुणोमि आमंतेढुं | ता तुमं मे मुहं होहि । 
चित्रलेखा | जनान्तिकम्‌ | महाराअ, उव्वसी विण्णवेदि 


१५.६ हला चित्रलेखे, उपकारिणमपि राजर्षि न शक्तोमि आमन्रयितुम्‌ | 
तत्‌ e मे मुखं भव | 

१५:८ महाराज, उर्वशी विज्ञापयति, महाराजेनाम्यनुज्ञाता इच्छामि प्रिय- 
' सखीमिव महाराजस्य कीर्ति महेन्द्रलोकं नेतुम्‌ | 

qub पक्षाः for पक्ष्याः 33. ॥ Ps V. १५७ “कन्दराविसर्पी Bb Fm M Pi RY, 
१५१ हिनस्ति for भिनत्ति. Bb Fm M R Y. 

१५-६ पि omitted in Bt Fm M 79 R v, 

१५८ वअस्स for महाराअ Fb Po. . 


१२ विक्रमोर्वशीयम्‌ 


महाराएण अन्भणुण्णादा इच्छामि पिअसहिं विअ महाराअस्स 
कित्ति महिँदलोअं णेढुं । 
राजा | गम्यतां पुनदेशनाय d 
१२ स्वाः सगन्धर्वा आकाशोत्पतनं रूपयन्ति | 
उर्वशी | उत्पतनमङ्ग रूपयित्वा | अम्महे, लदाविडवे मे एआवली 
वेअअंतिआ लग्गा । परिबल । चित्तलेहे, मोआवेहि दाव णं । 
* चित्रलेखा। सस्मितम्‌ । Ré खु लग्गा । दुम्मोआ विअ मे 
पडिहादि | भोदु, जदिस्सं दाव । 
उर्वशी | GRE दाव एदं अत्तणो वअणं | 
१८ चित्रलेखा नाट्येन मोचयति | 
राजा | खगतम्‌ | 
प्रियमाचरितं लते aa मे, 
TASE: क्षणविप्तमाचरन्त्या | 
यदियं पुनर प्यपाङ्गनेत्रा, i 
परिवत्ताधमुखी मयाद्य दष्टा ॥ १६॥ 
सूतः । आयुष्मन्‌ , 
[nre एकावली वैजयन्तिका cup । चित्रलेखे, 
मोचय तावदेनाम्‌ | 


१५:१५ दृढं खळ लग्ा। दुर्मोचा इव मे प्रतिभाति | भवतु, यतिष्ये तावत्‌ 
१५-१७ स्मर तावदेतदात्मनो वचनम्‌ | 


^ 


345-19 “इच्छामि महाराअस्स कित्तिं विअ अत्ताण a3? Fm Pu and Pi 


१५:१५ "लग्गा । ण सङ्गा मोआवेदु । उवेशी । अछ परिहासेण । मोआवेहि दाव णं ।. 

2 चित्रलेखा । आं दुम्मोआ? Bt rm M p RV. 

१५:१६ मोआविस्सं for जदिस्सं Bt Fs M २५ RV. 

१६९ क्षणम्‌ for पुनर्‌ Fs P2; अरालनेत्रा for अपाङ्गनेत्रा Fm M V. १ gd qad- 
Saget? ४; हि for अद्य 51 7४ Pa ह. . 3 


प्रथमोऽङ्कः | & १३ 


अदः सुरेन्द्रस्य क्रतापराधान्‌ , 
प्रक्षिप्य दैत्यान्‌ रुवणास्बुराशञो | 
वायव्यमस्रं शरधिं. पुनस्ते, ed 
महोरगः श्वश्रामिव प्रविष्टम्‌ ॥ १७ ॥ 
राजा । तेन ह्युपक्ेषय रथं यावदारोहामि । 
सूतस्तथा करोति । राजा नाट्येन रथमारूढः | उर्वशी राजानमंव- 
१७:३ लोकयन्ती सनिःश्वासं सह सख्या निष्क्रान्ता चित्ररथश्च | 
राजा | उवशीमार्गोन्सुखः | अहो दुर्ळमाभिलाषी मे मनोरथः । 
एषा मनो मे प्रसमं शरीरात्‌, 
पितुः पर्द मध्यममुत्पतन्ती | 
सुराङ्गना कर्षति खण्डिताग्रात्‌ , 
eat सृणालादिव राजहंसी ॥ १८ ॥ 
इति निष्क्रान्ताः सर्व | 


इति महाकविकालिदासविरचिते विक्रमोवेशीये प्रथमोऽङ्कः | 


१७६ अधः for sqq: Bb Fb M V. १७१ भुजंगमः'श्वश्र ^ Fm Pi 
१७.४ ARAN for °भिलाषी Fm Pe; मदनः. for मे मनोरथः 32 Fm M PS ROV. 


e 


द्वितीयोऽङ्कः । 


ततः प्रविशति विदूषकः | 
विदूषकः । ही ही भो, णिमंतणोवाअणेण बम्हणो विअ राअ- 
०.३ रहस्सेण HEATH ण सङ्कुणोमि जणाइण्णे अत्तणो जीहँ रक्खिदुं। 
ता जाव तत्थभवं वअस्सो कजासणादो Vale दाव इमस्सि 
विरलजणसंपादे विमाणुच्छंगपरिसरे चिट्टिसं | 

& परिक्रम्य fra: | 
चेटी | प्रविश्य | आणत्तम्हि देवीए कासिराअपुत्तीए हञ्जे णिउणिए, 

जदोपहुदि भअवदो सुजस्स Vaart कदुअ पडिणिवुत्तो अज- 

* उत्तो, तदोपहुदि सुण्णहिअओ विअ लक्खीअदि । ता तस्स 

पिअवअस्सादो अजमाणवआदो जाणाहि दाव से उक्कंठाकारणं 
ति। कहं. खु मए बम्हबंधू अदिसंघेओ | अहवा विरलतिणग्ग- 

०.२ ही ही भोः, निमत्रणोपायनेन ब्राह्मण इव राजरहस्येन स्फुटन्‌ न 
शक्तोमि जनाकीर्णे आत्मनो जिह्वां रक्षितुम्‌। तद्यावत्‌ तत्रभवान्‌ 
वयस्यः कार्यासनादुत्तिष्ठति तावदस्मिन्‌ विरळजनसंपाते विमानो- 
त्सङ्गपरिसरे स्थास्यामि । 

०.७ आज्ञप्तास्मि देव्या काशिराजपुत्र्या Edpb निपुणिके, यतःप्रभ्रति 
भगवतः सूर्यस्योपस्थानं कृत्वा प्रतिनिवृत्त आर्यपुत्रः, ततःप्रभृति 
शून्यहृदय इव लक्ष्यते | तत्‌ तस्य प्रियवयस्यादार्यमाणवकाजानीहिं 
तावदस्योत्कण्ठाकारणम्‌ इति | कथं खळु मया ब्रह्मबन्धुरतिसन्धेयः | 
अथवा विरळतृणाग्रलम्नमिव अवञ्यायसलिळं चिरं तस्मिन्‌ रहस्यं न 
तिष्ठति | यावदेनमन्विष्यामि | एष आलेख्यवानर इव किमपि 


o.» शणिमंतेणेक्रपरवसो बम्हणो विअ? 76 91; °णिमंतणिओ परमण्णेण विअ? rm 
M R V. 


०.३ आइण्णे for जणाइण्णे A Ft Ps. 
००४ धम्मासणगदो for कजा” sete Bb M R v. 
4.4 देवच्छंदप्पासादे for विमा" सरे Bb Fm M R V. 


द्वितीयोऽङ्कः | २५ 


१२ gw विअ ओसाअसलिलं चिरं तस्सि रहस्सं ण चिट्टदि । जाव 
णं अण्णेसामि | परिक्रम्य अवलोक्य च | एसो आलेक्खवाणरो 
विअ किं पि तुण्हिभूदो अजमाणवओ Paste । जाव णं उव- 

५ सप्पामि। उपसत्य । अज, वदामि । 

विदूषकः | सोत्थि भोदीए। आत्मगतम्‌। इमं दुट्ठचेडिअ पेक्खिअ 
तं राअरहस्सं हिअअं भिंदिअ णिक्कमदि । प्रकाशम्‌ | णिउणिए, 

* संगीदवावारं उज्झिअ कहिं पत्थिदासि । 

निपुणिका | देवीए वअणेण अजं एव्व पेक्खिदुं । 
विदूषकः । किं तत्थभोदी आणवेदि । 

२१ निपुणिका | देवी भणादि, सदा वि अज्ञो मइ पक्खवादी ण मं 
अणुइदवेअणादुक्खिदं उवेक्खदि त्ति । 

विदूषकः | णिउणिए, किं वा वअस्सेण तत्थमोदीए पडिऊलं 
२४ आञरिदं। 
निपुणिका | जंणिमित्तं भट्टा उक्कंडिदो ताए इत्थिआए णामेण 


तूष्णाभूत आर्यमाणवकस्तिष्ठति | यावदेनमुपसपीमि | आर्य, वन्दे । 
०:१६ «für भवत्यै | इमां दुष्टचेटीं प्रेक्ष्य तद्राजरहस्यं हृदयं भित्त्वा 
निष्क्रामति. | निपुणिके, संगीतब्यापारमुञ्झित्वा कुत्र प्रस्थितासि | 
०:१९ देव्या वचनेन आर्यमेव प्रेक्षितुम्‌ | 
०२० किं तत्रभवती आज्ञापयति | 
०:२१ देवी भणति, सदाप्यार्यो मयि पक्षपाती न मामनुचितवेदनादुःखिता- 
ुपेक्षत इति | 
०२३ निपुणिके, किं वा वयस्येन तत्रभवस्याः प्रतिकूलमाचरितम्‌। 
०२५ यन्निमित्तं भर्ता उत्कण्ठितस्तस्याः स्रिया नान्ना भत्र देवी आळपिता | 
०.१२ TACH for quei Bt Fb M R V. 


०.२१ देवी भणादि जधा, अजस्स मम उअरि अदक्खिण्णं । ण मं- अणुइदवेअणे 
दुक्खिदं अवलोअदि त्ति । 5४ Fm MR v. 


P 


3& विक्रमोवैजशीर्यम्‌ । 


. भट्टिणा देवी आलविदा | 
२७ विदूषकः । खगतम्‌ । कहं | सअं एव्व तत्थभवदा रहस्सभेदो 
किदो | किं दाणिं अहं जीहाजंतणेण दुक्खं अणुहवामि । 
प्रकाशम्‌ | किं आमँतिदा तत्थभोदी उव्वसि त्ति। ताए दंसणेण 
३० उम्मादिदो तत्थभवं ण केवलं तत्थभोदिं, मं पि विणोदविसुहो 
दढं पीडेदि | 
निपुणिका | आत्मगतम्‌ | किदं मए भेदणं भट्टिणो रहस्सदुग्गस्स । 
३३ प्रकारम्‌ | अज, किं दाव देवीए णिवेदेमि । 
विदूषकः | णिउणिए, विण्णवेहि तत्थभोर्दि, जदामि दाव मिअ- 
तिण्हिआदो णिवत्तेदुं वअस्सं, तदो देवीए मुहं पेक्खिस्स ति। 
३६ निपुणिका । जं अज्ञो आणवेदि | 


इति निष्क्रान्ता | 


०:२७ कथम्‌ | स्वयमेव तत्रभवता रहस्यभेदः कृतः | किमिदानीमहं जिह्वा- 
यन्नणेन दुःखमनुभवामि | किमामन्रिता तत्रभवती उर्वशीति | तस्या 
दर्शनेनोन्मादितस्तत्रभवान्‌ न केवळं तत्रभवती, मामपि विनोद- 
विमुखो दृढं पीडयति | 

०२२ कृतं मया भेदनं wd रहस्यदुर्गस्य । आर्य, किं तावदू देव्यै निवेदयामि d 

०२४ निपुणिके, fama तत्रभवतीम्‌, यते तावन्मृगतृष्णिकाया fad- 
fig वयस्यं, ततो देव्या मुखं प्रेक्षिष्प इति | 

०:३६ यदार्यं आज्ञापयति | 


०:३० असिदव्व for विणोद्‌ Bt Fm M Pi R V. ५५१ 
०-३४-३५ परिस्संतोम्हि इमाए मअतण्हिआए पिअवअस्सं णिवत्तावेदुं । जदि भोदीए 
सुहकमलं पेक्खिस्सदि तदी णिवत्तिस्सदि त्ति for जदामि दाव? पेक्खिसँ ब्रि 


Bt Fm M R V, 


द्वितीयोऽङ्कः | l १७ 


नेपथ्ये 
चैतालिकः | जयतु देवः | 
आ लोकान्तात्‌ प्रतिहततमो वृत्तिरासां प्रजानां, 
तुल्योद्योगस्तव दिनकृतश्चाधिकारो मतो नः | 
तिष्ठयेकः क्षणमधिपतिज्यातिषां व्योममध्ये, 
षष्ठे भागे त्वमपि दिवसस्यात्मनश्छन्दवती ॥ १ ॥ 
विदूषकः | कर्ण दत्वा। एसो कजासणादो उड्डिदो इदो एव्व 
आअच्छदि वअस्सो | जाव से पासपरिवत्ती होमि । 
KT e इति निष्क्रान्तः | 
Wee प्रवेशकः | 
ततः प्रविशति उत्कण्ठितो राजा विदूषक श्च | 
राजा । 
आ दर्शनात्‌ प्रविष्टा सा मे सुरलोकसुन्दरी हृदयम्‌ | 
बाणेन मकरकेतोः कृतमागेमवन्ध्यपातेन |i २ ॥ 
विदूषकः । आत्मगतम्‌। संपीडिदा खु दाव तवस्सिणी कासि- 
राअपुत्ती | 
२:३ राजा । अपि रक्ष्यते भवता रहस्सनिक्षेपः | 
विदूषकः । सविषादमात्मगतम्‌ | अदिसंधिदोम्हि दासीए | 
अण्णधा ण वअस्सो एव्वं पुच्छदि | ; 


maana 


१.१ एष कार्यासनादुत्यित इत एवागच्छति वयस्यः । यावदस्य पार्श्वपरि- | 
वर्ती भवामि । 

२-१ संपीडिता ag तावत्‌ तपखिनी काशिराजपुत्री | 

२:४ अतिसंधितोऽस्मि दास्या | अन्यथा न वयस्य एवं पृच्छति | 


3b "स्तव च सवितुश्वाधि Bt rm M 2 Y. qe figa क्षण” A Fm Pa 
तिष्ठत्येकं क्षण” 51 K. 9d qB काळे त्वमपि लभसे देव विश्रान्तिमहः 90 Fm M R V, 
2-9-2 सपीडा खु जादा तत्थभोदी कासिराअधूदा for संपीडिदा? Bt Fm M R v, 
3 j ० 


te 


१२ 


१५ 


विक्रमोचैशीयम्‌ | 


राजा । किं भवांस्तूष्णीमास्ते । 

विदूषकः | एव्वं मए णिअंतिदा जीहा जं भवदो वि सहसा 
पडिवअणं ण देमि । 

राजा । युक्तम्‌ । अथ क्वेदानीमात्मानं विनोदयेयम्‌। 

विदूषकः | महाणसं गच्छम्ह । 

राजा | कि तत्र । 

विदूषकः । तहिं पंचविहस्स अव्भवहारस्स उवणदसंभारस्स 
जोअणं पेक्खमाणेहि सक्कं उक्केठा ANE । 

राजा तत्रेप्सितसेनिधानाद्‌ भवान्‌ रंस्यते | मया खलु दुर्डभप्रार्थनः ` 
कथमात्मा विनोदयितव्यः । 

विदूषकः । णं भवं तत्थभोदीए उव्वसीए देसणपहं गदो । 

राजा । ततः किम्‌ । 

AFIR: । ण क्खु सा दुलह त्ति समत्थेमि । 

राजा | पक्षपातोऽयमवधार्यतास्‌ । 

विदूषकः | एव्वं वट्टदि मे कोदूहलं । किं तत्थभोदी उव्वसी 


२.७ एवं मया 1नय्रिता जिह्वा यद्भवतोऽपि सहसा प्रतिवचनं न ददामि। 
२-१० महानसं गच्छाव । 
२१२ तत्र पञ्चविधस्याम्यवहारस्य उपनतसंमारस्य योजनां प्रेक्षमाणाभ्यां 


शक्यमुत्कण्ठा विनोदयितुम्‌ | 


२:१६ ननु भवांस्तत्रभवत्या उवैश्या दर्शनपथं गतः | 
२:१८ न ख सा cena समर्थये | 
२० एवं वेते मे कौतूहलम्‌ । किं तत्रभवती उर्वशी अद्वितीया रूपेण, 


२-१३ भोअणं for जोअणं Bt Fm M Po v. 
२-१९ पक्षपाताहते तत्तावदवधार्यताम्‌. Ft 73; पक्षपातोऽपि सतस्तस्य (तस्यां सदू- R) 


रूपस्यालोकिक एव Bb Fm M R v 


3-२० एत्तिअं मंतअंतेण भवदा qfi मे? । rt 7६. 


द्वितीयोऽङ्कः 1 १९. 


२२१ अदुदिआ रूवेण, अहँ विअ विरूवदाए | 
राजा | माणवक, प्रसवयवमशक्यवर्णनां तामवेहि । समासतः 
श्रूयताम्‌ | 
२४ विदूषकः | अवहिदोम्हि । 
 राजा। - 
आभरणस्याभरणं प्रसाधनविधेः प्रसाधनविशेषः । 
उपमानस्यापि सखे प्रत्युपमानं वपुस्तस्याः ॥ ३ ॥ 
विदूषकः | अदो क्खु भवदा दिव्वरसाहिलासिणा चादअव्वदं 
Tee । 
३३ राजा । वयस्य, विविक्तादृते नान्यदुत्सुकस्य मनसः शरणमस्ति | 
तद्भवान्‌ प्रमदवनमार्गमादेशयतु । 
विदूषकः | आत्मगतम्‌ | का गदी । प्रकारम्‌ | इदो इदो भवं । 
६ परित्रम्य। एदेण पमदवणचोदिदेण विअ पञ्चुग्गदो भवं आअंतुओ 
दक्खिणमार्देण । 
राजा | विलोक्य । उपपन्ने विशेषणमस्य वायोः । अयं हि 


अहमिव विरूपतया | 
२.२४ अवहितोऽस्मि । 
३:१ अतः खलु भवता दिव्यरसाभिलाषिणा चातकब्रतं गृहीतम्‌। 
३:५ का गतिः | इत इतो भवान्‌। एतेन प्रमदवनचोदितेनेव प्रत्युद्गतो 
भवानागन्तुको दक्षिणमारतेन । 
२-२०-२१ किं तत्थभोदीए उव्वसीए रूवेण अहं जेव दुदिओ निरूविदो for किं तत्थ” 
Bi M V. ; 
३-१-२ इदं दाव मिअतिण्णारसाहिलासिणा चादएण विअ दिव्वरसा? भवदा चारुख्वत्तणं 
परिग्गहिदं rm, भ v, 
३:३ वयस्य, विविधशिशिरोपचारान्नान्यच्छरणमस्ति 33 Fm M V. 
३:६. एसो पमदवणपरेसरो.। आणमिआ (अणाळविदो वि v) पंचुवगदो At आगंतुणा 
(आअंतुओ 2 ) दक्खिणमारुदेण Bb Em M 2 ५. .. 


o 


२९० १ १ विक्रमोवैशीयम्‌ | : E 


निषिश्वन्‌ माधवीमेतां लतां कोन्दीं च नर्तयन्‌ | 
खेहदाक्षिण्ययोर्योगात्‌ कामीव प्रतिभाति मे ॥ ४.॥ 
विदूषकः | ईदिसो एव्व दे अहिणिवेसो । परिक्रामितकेन । एद 
पमदवणदुवारं | पविसदु भवं । 
९३ राजा । प्रविशाग्रतः | l 
उभौ प्रविशतः | 
राजा | अग्रतो विलोक्य । वयस्य, न मया साधु समर्थितमापत्मती- 
६ कारः किल प्रमदवनोद्यानप्रवेश इति । 
विविक्षु्यदहं तूर्णमुद्यानं तापशान्तये | 
स्रोतोजवोद्यमानस् प्रतीपतरणं हि तत्‌ ॥ ५ ॥ 
विदूषकः | कहं विअ । 
राजा | 
इद्मसुलभवस्तुग्रार्थनादुर्निवारं, | 
प्रथममपि मनो मे पञ्चबाणः क्षिणोति | 
किस्त मलयवातोन्मूलितापाण्डुपत्रर्‌, 
उपवनसहकारेदेसितेष्वङ्करेषु ॥ ६ ॥ 
विदूषकः | अलं परिदेविदेण | अइरेण इच्छिदसंपादइत्तओो 


४१ ईदृश एव तेऽभिनिवेशः | एतत्‌ प्रमदवनद्वारम्‌ | प्रविशतु भवान्‌ । 

७-१ कथमिव | 

६.१ अळं परिदेवितेन | अचिरेण इष्टसंपादयिता अनङ्ग एव ते सहायो 
भविष्यति | 

va "माधवीं लक्ष्मीं Bt rm M n; aada Fm Ps vb लासयन्‌ for नर्तैयन्‌ 

छ Fm M R V; कुन्द्शेषं च नर्तयन्‌ Fm Pa. 

४-५-६ राजा । त्रासं रूपयित्वा । वयस्य, साधु मनसा समर्थित आपत्प्रतीकारः किलं 
ममोदयानप्रवेश इति । तच्चान्यथैवोपपन्नम्‌ Db Fm M R Y. 

Sab ARAIRE नूनमुद्यानं नाय शान्तये Db Em wR ४ ; (“नाघशान्तये Bi 


Fa R) ५० AANA? bb rt mp 2 v. 4d महत्‌ for हि तत्‌ 
Bt Fb M PIR V. 


द्वितीयोऽङ्गः | TOO 


अणंगो एव्व दे सहाओ भविस्सदि । . 
8A राजा । प्रतिगृहीतं ब्राह्मणवचनम्‌ । 
इति परिक्रामतः | 
विदूषकः। पेक्खदु भवं वसंदोदारसूअभं अहिरामत्तणं पमदवणस्स। 
६ राजा । ननु प्रतिपादपमेवालोकयामि । अत्र हि 
अग्ने ्रीनखपाटलं कुरवकं श्याम इयोभीगयोर्‌, 
बालाशोकसुपोढरागसुभगं भेदोन्मुखं तिष्ठति | 
ईषद्वद्धरजःकणाग्रकपिशा चूते नवा मञ्जरी, 7 
मुग्धत्वस्य च यौवनस्य च संखे मध्ये मधुश्रीः खिता ॥७॥ 
विदूषकः | एसो मणिसिलापट्टसणाहो अदिमुत्तदामंडवो भमर- 
संघट्टपडिदेहिं कुसुमेहि सञं विअ किदोवआरो भवंतं पडिच्छदि | 
७३ ता अणुगेण्हीअदु दाव एसो | 
राजा | यथा भवते रोचते | 
इत्युपविशतः | 
६ विदूषकः | इह सुहासीणो भवं ललिदलदाविलोहीअमाणणअणो 
उव्वसीगदं Tas विणोदेदु | 
६.५ प्रेक्षतां भवान्‌ बसन्तावतारसूचकम्‌ अभिरामत्वं प्रमदवनस्य | 
(७.१ एष मणिञ्ञिळापट्टसनाथोऽतिसुक्तळतामण्डपो श्रमरसंघद्वपतितैः कुसुमैः 
खयमिव कृतोपचारो भवन्तं प्रतीक्षते | तदचुगह्यतां तावदेषः | 
७-६ इह सुखासीनो मवान्‌ ललितळताविलोभ्यमाननयनः उर्वशीगंताम्‌ 
उत्कण्ठां बिनोदयतु | 


६-२ सुहदो for सहाओ A Fm Ps 
६:५ qed Bb Fm Ps 2; सूइद्स्स 52 Fm M; सूअअस्स 1५ V for सूअअ, 
wa-d An (as in text.) wb रक्ताशोक? Fb K Pi; सुलभ for सुभगं Be Fi 
M Ps. ve कलिका for कपिशा Ft K 71 
- ७.२ किदोवहारो for किदोवआरो A Fm Ps. 


- २२ विक्रमोर्वशीयम्‌ । 


राजा । निःश्वस्य । 
मम कुसुमिताखपि सखे नोपवनलतासु नम्रविटपासु | 
चक्ुबधाति रति तडूपालोकदुर्लितम्‌ ॥ ८ ॥ . 
तदुपायश्चिन्सतां यथा सफलम्रार्थनो भवेयम्‌ | 
विदूषकः | विहस्य । भो, अहछाकामुअस्स महिँदस्स वजो, 
“३ उव्वसीपजुच्छुअस्स भवदो अहं, दुवे वि एत्थ उम्मत्तआ । 
राजा | अतिस्नेहः खलु कार्यदर्शी । 
विदूषकः | एसो चिंतेमि । मा उण परिदेविदेण समाधि भिंधि । 
E चिन्तां रूपयति । 
राजा । निमित्तं सूचयित्वा । आत्मगतम्‌ । 
न सुलभा सकलेन्दुमुखी च सा, 
किमपि चेदमनङ्गविचेष्टितम्‌ | 
अभिमुखीष्विव का ङ्गितसिद्विषु, 
ब्रजति निवेतिमेकपदे मनः ॥ ९ ॥ 


जाताशस्तिष्ठति | ततः प्रविशत्याकाशयानेन उर्वशी चित्रलेखा च | 


८२ भोः, अहल्याकासुकस्य महेन्द्रस्य वज्र उवंशीपयुत्सुकस्य भवतोऽहं, 
द्वावप्यत्रोन्मत्तौ | 
८५ एष चिन्तयामि | मा पुनः परिदेवितेन समाधिं भिन्धि | 


* <a बहुकुसु? Bb Fm M R v. cb लतासु रम्यविट? Fm M v. ८० रतिं 
for धूर्ति rb P» cd तदङ्गनालोक? bb Fm M R V. 
<-२ वेजो Fb Pa; वजो सचिवो Bt rm p. R V; for वजो 
८०४ राजा । न खळ चिन्तयति भवान्‌। 3४14 2 v; M omits from यथा सफ? 
to कायदर्शी (८-१-४) 
< “समाधि भंजइस्ससि । निमित्तं सूचयित्वा आत्मगतम्‌। अहो अहं कजदंसी d 
राजा | असुलभा सकले? Bb Fm MR V 
Sb किमिति चेद०( चित्त? pe )विशोषितं Fm Ps ९१ ब्रजति तिष्ठति नैकपदे. मनः Pa. 


oe 


९:३ 


द्वितीयोऽङ्कः | RB 


Rabar हला, कहिँ अणिद्दिइकारणं गच्छीअदि | 

उर्वशी । सहि, तदा हेमऊडसिहरे लदाविडवेण खणविग्घिदा- 
आसगमणं मं ओहसिअ किं दाणिं पुच्छसि । | 

चित्रलेखा | किं तस्स राएसिणो पुरूरवस्स सआसं पत्थिदासि । 

उर्वशी | अञं मे अवहत्यिदलजो ववसाओ | 

चित्रलेखा | को उण सहीए पढमं पेसिदो । 

उर्वशी | हिअअं । 

चित्रलेखा | अदो अवरं णत्थि मे उत्तरं | 

उर्वशी । तेण हि आदिसदु मे सही मग्गं, जेण गच्छंतीए ण 
'अंतराओ भवे । ; 


SN 
QR 


SS 
९:६ 
२.७ 
९५८ 
I4 


हला, कुत्र अनिर्दिश्कारणं गम्यते l 

सखि, तदा हेमकूटशिखरे लताविटपेन क्षणविप्षिताकाशगमनां 
मामुपहस्य किमिदानीं प्रच्छसि | 

किं तस्य राजर्षेः पुरूरवसः सकारां प्रस्थितासि | 

अयं मे अपहस्तितलज्जो व्यवसायः | 

कः पुनः स॒ख्या प्रथमं प्रेषितः | 

हृदयम्‌ | 

अतः अपरं नास्ति मे उत्तरम्‌। 


९.१० तेन हि आदिशतु मे सखी मार्ग येन गच्छन्त्याः न अन्तरायो भवेत्‌। 


Between ९.८ and ९.९ the following is inserted :- चित्र१। सहि 
तधावि संपधारीअडु दाव । को तुमे णिओजेदि । SH । मअणो क्खु मै णिओजेदि 
A Bb Fm Po R. The first of these three sentences is put in ९७ 
before को sw? in Bb and m; the second is wholly dropped 
in Fb M V; and a fourth किं एत्थ संपधारीअदि is added in. rt 
K M छा V; in two of Pandit’s mss, all the four are dropped, 


0 


२४ विक्रमोचैशीयम्‌ | 


१२ चित्रलेखा । सहि, वीसद्धा होहि । णं भअवदा देवगुरुणा अव- 
Tee णाम सिहाबंधणविज्ञं उवदिसंतेण तिदसपडिवक्खस्स 


अलंघणीआ कदम्ह । 
१५ उर्वशी । सहि, सव्यं सुमरेमि । 
सिद्धमार्गमासाद्य । 


चित्रलेखा | एदं भअवदीए भाईरहीए जमुणासंगमपावणेसु सलि- 
१०  लेसु ओलोअंतस्स विअ अत्ताणअं पइडाणस्स सिहाभरणभूदं 
राएसिणो भवणं उवगदम्ह | 
उर्वशी | विलोक्य । ण॑ वत्तव्वे ठाणंतरगदो सम्गो ftd विचा । 
हला, कहि णु क्खु सो आवण्णाणुकंपी भवे । ; 
चित्रलेखा । एदस्सि णंदणवणेक्कदेसे विअ पमदवणे ओदरिअ 
जाणिस्सामो 


२१ 


२४ उभे अवतरतः | 


चित्रलेखा । राजानं eg । सहर्षम्‌ | हला, एसो क्खु पढमोदिदो 


९.१२ सखि, विश्रब्धा भव | ननु भगवता देवगुरुणा अपराजितां नाम 
शिखावन्धन विद्यामुपदिशता त्रिदशग्रतिपक्षंस्यालङ्घनीये कृते खः | 
९-१५ सखि, सर्व स्मरामि | 
९/१७ एतद्‌ भगवत्या भागीरथ्या यसुनासंगमपावनेषु सलिलेषु अवलोकयत 
इवात्मानं प्रतिष्ठानस्य रिखाभरण भूतं राजर्षेभेवनमुपगते स्वः | 
९२० ननु वक्तव्यं स्थानान्तरगतः सर्म इति | हला, कुत्र नु ug d 
आपन्नानुकम्पी भवेत्‌ | 3 
` ९/२२ एतस्मिन्नन्दनवनैकदेशे. इव प्रमदवने अवती STET: | 
SA हला, एष खु प्रथमोदित इव चन्द्र: कौमुदीमिव लां प्रतीक्षते | 
९.१५ og सुमरेदि मे हिअअं Ps; अहो विसुमरिदं 
Wet सुमरेसि | चित्र? । हिअअं एदं Wei जाणादि । Bb Fm M ROV. F2 M 
V further add मम उण तथा वि अदिभएण अणिचओ. 


मे हिअअं Pu; उबै० । ताए पओअं 


द्वितीयोऽङ्कः | २७ 


विअ चंदो कोमुदिं विअ तुमं पडिच्छदि । 

२० उर्वशी । विलोक्य । हला, दाणिं पढमदंसणादो सविसेसं पिअ- 
दंसणो महाराओ पडिहादि | 

चित्रलेखा | Gale | ता एहि, उवसप्पम्ह | 

° उर्वदी । तिरक्खरिणीपडिच्छण्णा पासगदा से भविअ सुणिस्सं 
दाव । पासपडिवत्तिणा वअस्सेण सह विअणे किं पि मंतअंतो 
चिट्टदि । 

३ चित्रलेखा । जहा दे रोअदि | 


यथोक्तमनुतिष्टतः | 
विदूषकः | भो, चिंतिदो मए दुलहप्पणइणीसमाअमोवाओ | 


AU 


AU 


pM राजा तृष्णीमास्ते | 
उर्वशी । का उण एसा इत्थिआ इमिणा पत्थीअमाणा अत्ताणअं 
- AFAR | 


३९ चित्रलेखा | किं उणं माणुस्सअं विडंबीअदि | 
उर्वशी | भाआमि सहसा पहावादो ATG । 


९.२७ हला, इदानीं प्रथमदर्शनात्सविशेषं प्रियदर्शनो महाराजः प्रतिभाति । 

९.२९ युज्यते | तदेहि, उपसर्पाव | 

९.३० तिरस्करिणीप्रतिच्छन्ना पार्श्वगतास्य भूत्वा श्रोष्यामि तावत्‌ । 
पार्श्रपरिवर्तिना वयस्येन सह विजने किमपि मन्नयमाणस्तिष्ठति | 

९.३३ यथा ते रोचते | 

९.३५ भोः, चिन्तितो मया दुर्डमप्रणयिनीसमागमोपायः | 

९.३७ का पुनरेषा खी अनेन प्रार्थ्यमाना आत्मानं विकत्थते । 

९.३९ किं पुनर्मानुष्यकं विडम्ब्यते | 

९-४० बिभेमि सहसा प्रभावाद्विज्ञातुम्‌ | 

९.२६ ०कोमुदीए विअ तुए विणा लक्खीअदि 75. , 

९.३८ वि किदत्थेदि A 76 23; विणोदेदि BE Fm EN M R, v; for विकत्थेदि, 


Y ० 


२६ विक्रमोवेशीयम्‌ i 


विदूषकः | णं भणामि चिंतिदो मए समाअमोवाओ त्ति । 
४२ राजा | तेन हि कथ्यताम्‌ । 
विदूषकः | सिविणसमाअमआरिणि गिद्दे सेवदु भवे । अहवा 
तत्थभोदीए उव्वसीए पडिकिदिं आलिहिअ ओलोअंतो चिट्ट । 
४५ उर्वशी । सहर्षम्‌ | हीणसत्त हिअअ, समस्सस समस्सस | 
राजा । उभयमपि अनुपपन्नम्‌ । 
हृदयमिषुभिः कामस्यान्तः सशल्यमिदं सदा, 
कथमुपलमे निद्रां aa समागमकारिणीम्‌ । 
न च सुत्रदनामालेख्येऽपि प्रियामसमाप्य तां, 
मम नयनयोरुद्वाष्पत्वं सखे न भविष्यति ॥ १० ॥ 
चित्रलेखा | सुदं तुए i 
उर्वशी । सुदं, ण उण पजत्तं हिअअस्स | 
3*3 विदूषकः | एत्तिओ मे मदिविहवो । 
' राजा । सनिःश्वासम्‌ | 
नितान्तकठिनां रुजं मम न वेद सा मानसीं, 
प्रभावविदितानुरागमवमन्यते वापि माम्‌ | 


3:४६ ननु भणामि चिन्तितो मया समागमोपाय इति | 
९४२ सम्नसमागमकारिणी निद्रां सेवतां भवान्‌ । अथवा तत्रभवत्या 
उर्वश्याः प्रतिक्कतिमालिख्य अवलोकयंस्तिष्ठ । 

९.४५ हीनसत्त्व हृदय, समाश्वसिहि समाश्वसिहि | 

१०.१ श्रुतं त्वया | 

१०.२ श्रुतम्‌, न पुनः पर्याप्त हृदयस्य | 

१०.३ एतावान्मे मतिविभवः | 


-SA 
Sos अत्ताणे विणोदेहि for चिट्ट Bt Fm Kn M R SB d 
१०७ कथमुपनमेन्निद्रा” कारिणी rm ps, 


१०९ “Brat समवाप्य तां Bt rm Kn M Y. 
53a यो for सा 7५ K M 71 y, 


द्वितीयोऽङ्कः । २७ 


अलब्धफलनीरसान्‌ मम विधाय तस्मिज्ञने, 
समागममनोरथान्‌ भवतु पञ्चबाणः कृती ॥ ११॥ 
चित्रलेखा । सुदं gu । l 
उर्वशी । हद्धी हद्धी । मं एव्वं अवगच्छदि | असमत्थम्हि अग्गदो 
११.३ भविअ से पडिवअणस्स | ता पहावणिम्मिंदेण भुजवत्तेण संपादि- 
दुत्तरा होढुं इच्छामि । 
. चित्रळेखा। अणुमदं मे । 
६ उर्वशी। नाम्येनाभिलिख्य क्षिपति । 
विदूषकः । ce | अविहा अविहा । भो, किं णु क्खु एदं सुअंग- 
णिम्मोअअं विअ संमुहे णो णिवडिदं । 
९ राजा । व्रिभाव्य | भूर्जपत्रगतोऽयमक्षरविन्यासः । 
विदूषकः | णं खु अदिट्ठाए उच्वसीए भवदो परिदेविदं सुणिअ 
समाणाणुराअसूअआइ अक्खराइ विसजिदाई होंति | 


११.१ श्रुतं लया | 

११-२ हा धिक्‌ हा धिक्‌ । मामेवमवगच्छति | असमर्थास्मि अग्नतो भूत्वास्य 
प्रतिवचनस्य । तत्‌ प्रभावनिर्मितेन भूजपत्रेण संपादितोत्तरा भवितु- 
मिच्छामि । 

११.५ अनुमतं मे | 

११.७ अविहा अविहा | भोः, किं नु खळ एतद्‌ भुजंगनिर्मोक इव संमुखे 
नो निपतितम्‌ | म 

११.१० ननु Uy SEAT भवतः परिदेवितं श्रुत्वा समानाजुरागसूच- 
कान्यक्षराणि विसर्जितानि भवन्ति | l 

११०० नीरसं for नीरसान्‌ and मनोरथं for मनोरथान्‌ # Fm M 79 RY. 

११त सुखी for कृती rb Ps. - 

११.३ अत्ताणअं dfüg for से पडिवअणस्स | bb Fm Kn M R V. 

११.३-४ लेहं संपादिअ अंतरा खिविदुं 107 संपादि Ag Db Fm Kn MR Y. 

११. ६ ससंभ्रमं गुहीत्वा यथोक्तं करोति A Fb र, : 

११.८ किं मं खादिदु for विअ संमुहे णो Bb Fm Kn M R Y. aS 

११-११ भुजवत्ते अणुराअ-( महाणुराअ-ए M v )सूअआ अक्खरा a 

विसजिदा भवे for the whole line: Bt rm Kn M R V. 


o 


२८ विक्रमोवैशीयम्‌ | 


१२ राजा । नास्थगतिर्मनोरथानाम्‌ | गृहीत्वा अनुवाच्य । सहर्षम्‌ । 
` सखे, प्रसन्नस्ते तर्कः । 
विदूषकः । जं एत्थ आलिहिदं d gig इच्छामि । 
*५ उर्वशी । साहु । अज, णाअरिओसि । 
राजा । श्रूयताम्‌ | वाचयति | 
सामिअ संभाविअआ जह अहं at अमुणिआ,. 
तह अणुरत्तस्स जइ णाम तुज्झ उवरि होमि | 
किं मे छुलिअपारिजाअसंअणिज्ञअंमि सुहा, 
णंदणवणबादा अवि अच्चुण्हा सरीरए || १२ ॥ 
उर्वशी | किं णु क्खु संपदं भणिस्सदि । 
चित्रलेखा | णं भणिदं एव्व कमलणालाअमाणेहि अंगेहिं । 
१२,३ विदूषकः। RRN मए विअ बुभुक्खिदेण सोत्थिवाअणं, saad 
भवदा- समासासणं । 


११-१४ यदत्र आलिखितं तत्‌ श्रोतुमिच्छामि । 
११.१५ साधु । आर्य, नागरिकोऽसि । 
१२ सामिन्‌ संभाविता यथाहं त्वया अज्ञाता, 

तथानुरक्तस्य यदि नाम तवोपरि भवामि | 

कि मे छुल्तिपारिजातशयनीये सुखाः, 

नन्दनवनवाता अपि अत्युष्णाः शरीरके ॥ १२ ॥ 
१२.१ किं नु खळ सांप्रतं भणिष्यति | 
१२.२ ननु भणितमेव कमळनालायमानैरङ्गैः | 
१२:३ दिष्ट्या मयेव बुभुक्षितेन खस्तिवायनं, उपलब्ध भवता समाश्वासनम्‌। 
11-1३ उपपन्नः £07 प्रसन्नः Bb Fm Kn M y, 


११.१४ कि बंभणवअणाणि अण्णधा होंति । भवं दाणि पसीद्दु । जं एत्थ RRI 
A Fm Ps. 
11-1५ णाअरो for णाअरिओ nt rm ar Pi R Y, 
११.१६ इति भूजेपत्रलिखित गाथाइयं d 
१६ इति भूजपत्रलिखित mengi वाचयति for वाचयति rm 79. 


© 


द्वितीयोऽङ्कः । २९ 


राजा | समाश्वासनमिति किमुच्यते l 
तुस्यानुरागपिशुनं ललितार्थबन्धं, 
पत्रे निवेशितश्चुदाहरणं प्रियायाः | 
उत्पक्ष्मणो मम सखे मदिरेक्षणायास्‌, 
तस्याः समागतमिवाननमाननेन t १३ ॥ 
उर्वशी | एत्थ णो समविभाआ पीदी | 
: राजा। वयस्य अङ्ुलीखेदेन दृष्येरन्नक्षराणि । धार्यतामयं प्रियायाः 
१३३ स्वहस्तलेखः | 
विदूषकः । गीला । किं दाणिं तत्थभोदी उव्वसी भवदो मणो 
रहाणं कुसुमं दंसिअ फले विसंवददि । 
६ उर्वशी । हला, जाव अहिगमणकादरं हिअअं पजवत्यांवेमि दाव 
तुमं से अत्ताणं दंसिअ जं मे खमं तं भणाहि । 
चित्रलेखा | तह । इति तिरस्करिणीमपनीय राजानमुपेत्य | जेदु 
ks जेदु महाराओ | 


१३.१ अत्र नौ समविभागा प्रीतिः । 
` १३.४ किमिदानीं तत्रभवती उर्वशी भवतो मनोरथानां कुसुम दर्शयित्वा 
फळे विसंवदति । 
१३:६ हला, यावदभिगमनकातरं हृदयं पर्यवस्थापयामि तावत्त्वमस्मे आत्मानं 
दर्शयित्वा यन्मे क्षमं तद्भण | 
१३.८ तथा | जयतु जयतु महाराजः | 
33a °ललितोपबन्धं Fs Pa nl; "ललितानुबन्धं An B 7 En. १३९ sued 
Bb Fm Kn M Ps R V; Jagd? An 
१३.१ "समभाआ मदी nb FM M Ps R V. 
१३०४-५ “भवदो मणोरहतरुकुखुम॑ 86 Fm Kn R V. 
१३.५ विलंबेदि for विसंवददि Ft Ps 


१३.६ उवत्थाणकाद्र for अहिगमणकादरं Bb Fm En MR V. ` 
१३-७ अणुम॒द for खमं Bb Fm kn M R V. 


३० विक्रमोवैशीयम्‌ | 


राजा । सहर्षम्‌ p स्वागतं भवले । भद्रे । 
न तथा नन्दयसि मां सख्या विरहिता तया | 
संगमे पूर्वच्टेब यमुना गङ्गया विना $9 ॥ 
चित्रलेखा । णं पढमं मेहराईँ दीसदि । पच्छा विज्जलुदा । 
विदूषकः । अपवार्य । कहं ण एसा उव्वसी । तत्थमोदीए अहि- . 
१४३ मदा सहअरी। 
चित्रलेखा । उव्वसी महाराअं सिरसा पणमिअ विण्णवोदि । 
राजा । किमाज्ञापयति । 

६ चिचलेखा। मह सुरारिसंभवे दुजादे महाराओ एव्व सरणं आसि। . 
सा अहे तुह दंसणसमुत्येण मअणेण बलिअं बाहीअमाणा भूओ 
वि महाराएण अणुकंपणीअ त्ति । 

९ राजा। मद्र्मुखि। 


१४०६ मम सुरारिसंभये दुर्जाते महाराज एव शरणमासीत्‌ | साहं तव 
दर्शनसमुत्येन मदनेन बळीयो बाध्यमाना भूयोऽपि महाराजेन अनु- 
कम्पनीया इति | 


१४० संगमे दृष्टपूर्वेव Bb rm M m ov. 

१४,५ दुण्णए for gaye Bb km M m v, 

१४.७ 'मअणेण आआसिणा बलिअं 1६ rm MR ov. 

१५७ तदर्थे for तदर्थाम्‌ Ft Pa १ ५,९ शप्रणयो यतस्व । तां कौसुदीमिव समागमः 
येन्दुबिम्बे 86 71 Kn m. १५१ योक्तुः for योग्यम्‌ rb 72, ‘ 


द्वितीयोऽङ्गः । ३१ 


चित्रलेखा । उर्वशीमुपेल । हला, एहि । तुवत्तो वि free 
मअणं पेक्खिअ पिअदमस्स दे दूदिम्हि संवुत्ता । 
१५.३ उर्वशी | तिरस्करिणीमपनीय । अम्महे, लहुअं qu उज्झिदम्हि | 
चित्रलेखा | सस्मितम्‌। अदो मुहुत्तादो जाणिस्सं का के परिच- 
इस्सदि R । आआरं दाव RT । 
६ उर्वशी । सत्रीडम्‌ | जेदु जेदु महाराओ | 
राजा । सुन्दरि | 
मया नाम जितं यस्य त्वयायं समुदीयते | 
जयशब्दः सहस्राक्षादागतः पुरुषान्तरम्‌ ॥ १६ d 
हस्ते गृहीत्वा एनामुपवेशयति । 
विदूषकः । भोदि, रण्णो पिअवअस्सो बम्हणो किं ण वंदीअदि । 
१६.३ उुवेशी । सस्मितं प्रणमति | 
विदूषकः | सोत्थि भोदीए | 
नेपथ्ये | 


६ देवदूतः । चित्रलेखे, त्वरयोर्वशीम्‌ | 


१५-१ हला, एहि । लत्तोडपि निर्दयतरं मदनं Ner प्रियतमस्य ते दूत्यस्मि 
संवृत्ता । 

१५:३ अम्महे, लघु त्वयोञ्झितास्मि | 

१५-४ अतो मुहूर्ताजज्ञास्थे का क॑ परितक्ष्यतीति। आचारं तावत्‌ प्रतिपद्यख | 

१५.६ जयतु जयतु महाराजः | 

१६-२ भवति, राज्ञः प्रियवयस्यो ब्राह्मणः कि न वन्यते | 

१५,३ i-a । अयि अणवत्थिदे लहु जेव तुए परिचत्तम्हि BERD अ 7 Y. 


१६७ न मया नार्जित यस्य 78 Pe १६१ अगतः for आगतः 7 E Pe 
१६.२ विदूषकः । कीदिसी थिदी भोदीए । रण्णो? (omit किं) Bt rm Kn M R V. 


- ३२ .. विक्रमोचैशीयम्‌ | 
सुनिना भरतेन यः प्रयोगो, 
. भवतीष्वष्टरसाश्रयो नियुक्तः | 
ललिताभिनयं तमद्य भर्ता, 
मरुतां द्रष्ठमनाः सलोकपालः ॥ १७॥ ` 
सर्वे आकर्णयन्ति | उर्वशी विषाद्‌ नाटयति । 
चित्रलेखा । सुदं तुए देवदूदस्स वअणं । अणुमाणीअढु महाराओ। 
३०.३ उर्वशी | णत्थि मे वाआविहवो | 
चित्रलेखा । महाराअ, परवसो अअं जणो। ता महाराएण 
l अब्भणुण्णादा इच्छदि देवेसु अणवरद्धं अत्ताणअं HTS । 
६ राजा | क्थंचिद्वाचं . व्यवस्थाप्य | नास्मि भवत्योरीश्वरनियोग- 
Fast | स्मर्तव्यस्त्वयं जनः । 
उवशी वियोगढुःखं रूपयन्ती सख्या सह निष्क्रान्ता | 
९ राजा । सनिःश्वासम्‌। सखे, वैयथ्यैमिव चक्षुषः संप्रति । 
विदूषकः । पत्रं द्यितुकामः। णं एदे -इत्मर्धोक्तेः आत्मगतम्‌ | 
eal हद्धी | उव्वसीदंसणविम्हिदेण मए ते भुजवत्तअं THE 
१२ पि हत्थादो पमादेण ण विण्णादं । 
राजा | किमसि वक्तुकामः | 


१७-२ श्रुतं त्वया देवदूतस्य वचनम्‌ | अनुमान्यतां महाराजः | 

१७:३. नास्ति मे वाचाविभवः | 

१७:४ महाराज, परवशोऽयं जनः | तन्महाराजेनाभ्यनुन्ञाता इच्छति देवे- 
ष्वनपराद्वमात्मानं कर्तुम्‌ | 


१७.१० नन्विदं-। हा धिक्‌ हा धिक्‌ | उर्वशीदहीनविस्मितेन मया ag 
पत्रकं प्रश्नष्टमपि हस्तात्‌ प्रमादेन न विज्ञातम्‌ | 


१७} zz for अष्ट B2 Kn निबद्धः for नियुक्तः Bb Fm Kn M R v, 
` 1७:१२ पमादेण omitted in Bt Kn PI R. 


द्वितीयोऽङ्कः | 33 


gan: | मा भवं अंगाई मुचदु | दढं खु तुइ बद्धभावा 
१५ उव्वसी | ण सा इदोगद अणुराअं सिढिलेदि । 
राजा | ममाप्येतदाशंसि मनः | तया खलु प्रस्थाने 
अनीशया शरीरस्य हृदयं खवशं मयि | 
स्तनकम्पक्रियालक्ष्ैन्यस्तं निःश्वसितेरिव ॥ १८ ॥ 
विदूषकः | आत्मगतम्‌ | वेवदि मे हिअअं इमं वेलं तत्यभवदा 
तस्स भुजवत्तस्स णाम गेण्हिदव्वं भविस्सदि R | 
१८३ राजा । केनेदानीं दृष्टिं विलोभयामि । curi आः, उपनय 
भूजेपत्रम्‌ | 
विदूषकः | विषादं नाटयति | हंत, ण दीसदि । गदं उव्वसीए 
3 मग्गेण । 
राजा । सर्वत्र प्रमादी वैधेयः । ननु विचिनोतु भवान्‌ | 
विदूषकः | उत्याय । णं इदो भवे । इदो भवे । 


इति विचेतव्यं नाटयति | 


१७.१४ मा भवानङ्गानि gag | दृढं खळु त्वयि बद्धभावा उर्वशी | न सा 
इतोगतमलुरागं शिथिलयति | 
3 वेळां c 
१८.१ वेपते मे हृदयम्‌ इमां वेळां तत्रभवता तस्य भूजपत्रस्य नाम 
ग्रहीतव्यं भविष्यति इति । ` 
१८:५ हन्त, न दृश्यते | गतमुर्वश्या मार्गेण | 
१८.८ ननु इतो भवेत्‌ । इतो भवेत्‌ । 
Ms su 00 
1७-१५ अणुबंधं for अणुराअं Bt Fb Kn M Ps R V. 
1७-१६ ममाप्येतदेव मनसि वर्तते for ममा मनः | Bb Fm अ 8 ४. तथा for तया 
Bt Fm Kn M Pl. i p Fa 
१८७ विवश for खवश rt K py.  Pandit’s U ms. has खवश 88 m ane 
text; this seems to be an oversight of Pandit. Portion 
from १८:१ to 9%-4 is missing in Kn. 
१८.३ उन्मनसमात्मानं विनोदयामि for दृष्टि विलोभयामि | Bt FMM RV. 
१८.५. fai खु ते भुजवत्त is added before ago Bt Fm M R Y. . 
b ^ 


38 विक्रमोवेशीयम्‌। 


ततः प्रविशति काशिराजपुत्री सपरिवारा | 
देवी । हञ्जे णिउणिए, at तुए भणिदं इमे लदाघरं पविसंतो 
अञ्ञमाणवअसहाओ अज्उत्तो दिट्ठो त्ति । 
निपुणिका | किं अण्णहा भट्टिणी मए विण्णविदपुव्वा । 
देवी । तेण हि लदंतरिदा सुणिस्सं दाव से वीसद्धमंतिदाइ जं तुए 
“afte wp ण व fH । 
निपुणिका । जं भट्टिणीए रुचदि । 
देवी । परिक्रम्य । हञ्जे णिउणिए, किं एदे जिण्णचीरं विअ इदोमुह 
4 दक्खिणमास्देण आणीअदि । 
निपुणिका | विभाव्य । भट्टिणि, पडिवत्तणविभाविदक्खरं भुजवत्तं 
खु एदं । हंत, भट्टिणीए एव्व णेउरकोडीए छग्गं । गृहीत्वा । 
२१ कह । वाचीअदु । 
देवी । अशुवाचेहि दाव णं । जदि अविरुद्धं तदो सुणिस्सं | 
१८-११ ae निपुणिके, usb त्वया भणितम्‌, इदं came प्रविशन्नार्य- 
माणवकसहायः आर्यपुत्रो दष्ट इति | 
१८-१३ किमन्यथा भट्टिनी मया विज्ञापितपूर्वा | 
१८-१४ तेन हि ळतान्तरिता श्रोष्यामि तावदस्य विश्रब्धमश्रितानि यत्तया 
कथितं स॒त्यं न वेति | 
१८-१६ यद्भड्रिन्ये रोचते | 
१८-१७ हल्ले निपुणिके, किमेतजीर्णचीरमिवेतोमुखं दक्षिणमास्तेनानीयते | 
१८-१९ भट्टिनि, परिवतनविभाविताक्षरं भूर्जपत्रं खल्वेतत्‌ । हन्त, भट्टिन्या 
एव नूपुरकोटौ लम्नम्‌ | कथम्‌ | वाच्यताम्‌ | 
१८२२ अनुवाचय तावदेतत्‌ | यद्यविरुद्धं ततः श्रोष्यामि | 
१८-१०-११ औशीनरी for काशिराजघुत्री and देवी pt em M R v 
१८१२ महाराओ for अजउत्तो Bb Fm M R V. 
14:१७ पत्ते णवचीवरे Bb Fm M 2 ४; पत्तोण्णचीवर rm २४३ for जिण्णचीर, 


P 
^ 


=~ 


द्वितीयोऽङ्गः । ३५ 


निपुणिका । तथा कृत्वा । भट्टिणि, तं एव्व कोठीणं विभ पडि- 
२४ हादि। भट्टारअं उद्दिसिअ उव्वसीए कव्वबंधो त्ति तक्केमि । 
अञ्ञमाणवअप्पमादेण अम्हाणं हत्ये गदो R | 
देवी । तेण हि से गहिदत्था होमिं | 
S निपुणिका राज्ञा पूर्ववाचितं वाचयति | 
देबी | इमिणा एव्व उवाअणेण अच्छराकामुअ पेक्खामि । 
इति परिजनसहिता छतागृहं परिक्रामति | 
३० विदूषकः । भो वअस्स, किं एदं पवणवसगामी पमदवणसमीवगदः 
कीलापव्वदपेरंते दीसदि | 
राजा | उत्याय | भगवन्‌ वसन्तप्रिय दक्षिणवायो । 
बासाथ हर संमृतं सुरमिणा पौष्पं रजो वीरुधां) 
किं मिथ्या भवतो हतेन दयितास्रेहखहस्तेन मे | 
जानीते हि मनोविनोदनफलैरेबंविधेर्धारितं, 
कामा जनमञ्जनां प्रति भवानालक्षितप्रार्थनः ॥ १९॥ 
निपुणिका । भट्टिणि, एदस्स एव्व भुजवत्तस्स अण्णेसणा वट्टदि | 


Poonam aa 
१८.२३ भट्टिनि, तदेव कौलीनमिव ग्रतिभाति | wenn उर्वश्याः 
कान्यवन्ध इति तर्कयामि । आैमाणवकप्रमादेन अस्मार्क हस्तं 
गत इति | : 
१८-२६ तेन ह्यस्य गृहीताथी भवामि । 
१८.२८ अनेनैवोपायनेन अप्सरःकामुकं प्रेक्षे । \ 
१८.३० भो वयस्य, किमेतत्‌ पवनवशगामि प्रमदवनसमीपगतत्रीडापर्वतपर्यन्ते 
दृस्यते | : ८ 
१९,१ मशिन, d अन्वेषणां वतैते | 
१८.२८ उवाएण Fa Ps; उवआरेण Bb 71 R; उवहारेण Fm M. v; for उवाअणेण. 
१९६ सुरभि aq 5 rm 72 3; सुरभितं Fm M V; for सुरभिणा: १९० कार्य 
for मिथ्या stre mv. १९० जानासेव (जानीते R E ) भवान्‌ विनोदनः 
WAH? Bb Fm M 018 V. १९१ कामार्तं जनमज्षसाभिभविठु नालम्बितः 
आर्थनं (-ताश्वासनं M v) Bb Fa M Pu R V. 


३६ विक्रमोवेशीयम्‌। 


` देवी । पेक्खामि! . 
१९३ विदूषकः । भो, मिलाअमाणकेसरच्छविणा मोरपिच्छेण विप्पलद्धो 
f 1 

राजा. TIM हतोऽस्मि। 

६ देवी। Ste | अजउत्त, अठं आवेएण । एदं तं भुजवत्तं । 
राजा | ससंभ्रमम्‌ । अये, इयं देवी । स्वागतं देव्यै । 
विदूषकः | अपवार्यं | दुरागदं दाणिं daa | 

५ राजा | जनान्तिकम्‌ | सखे, किमत्र प्रतिविधेयम्‌ । 
विदूषकः | लोत्तेण गहिदस्स कुभीलअस्स अस्थि वा पडिवअणं । 
राजा अपवार्य | मूढ, नायं परिहासकालः । प्रकाशम्‌ । देवि, नेदं 

१२ मया मृग्यते | तत्‌ खल मन्त्रपत्रै यदन्वेषणाय ममायमारम्भः | 
देवी । जुजदि अत्तणो सोहग्गं पच्छादेदुं । 
विद्षकः । भोदि, तुवरेहि से भोअणं जं पित्तोवसमणसमत्थं भोदि । 


१९.२ Fe | 

१९:३ भोः, म्लायमानकेसरच्छविना मयूरपिच्छेन विप्रलव्धो$स्मि | 

१९.६ आर्यपुत्र, अळमावेगेन | एतत्‌ ARTAN | 

१९.८ दुरागतमिदानीं संवृत्तम्‌ | a he 

१९.१० Beam गृहीतस्य कुम्भीलकस्यास्ति वा प्रतिवचनम्‌ | 

१९.१३ युज्यते आत्मनः सौभाग्यं प्रच्छादयितुम्‌ | 

१९.१४ भवति, त्वरयास्य भोजनं यत्पित्तोपशमनसमर्थं भवतिं | ` 

१९:८ देवी । दुरागदं? ‘Bt Fm M Ps R v, for the whole line, 

१९:१० सूडदस्स for गहिदृस्स Bb Fm kn M 7, R V; णत्थि वाआपडिविहाणं 
for अत्थि बा पडि? Bb Fm Kn M v, 

१९:१२ स खळ परसमन्वेषणार्थमारम्भोश््यमू for तत्‌. wg? pi, 


१९-१४ जेण पित्तोवसमणेण ( पित्तप्पसमणेण nt ) खुल्यो भोदि for जै पित्त? 3६ rm 
EnMP4RV,. . y 


| द्वितीयोऽङ्कः । ३७ 


१५ देवी । णिउणिए, सोहणं खु बम्हणेण आसासिदो वअस्सो । 
विदूषकः । भोदि, णं पेक्ख । सव्वो आसासिदो चित्तभोअणेण । 
राजा | मूर्ख, बलादपराधिनं मां प्रतिपादयसि । 
देवी । णत्थि भवदो अवराहो | एत्थ अहं एव्व अवरद्धा जा पडि- 

ऊलदंसणा भविअ अग्गदो दे चिट्टामि | णिउणिए, एहि गच्छम्ह। 
कोपं नाटयित्वा प्रस्थिता । 


राजा | 
अपराधी नामाहं प्रसीद रभ्भोरु विरम संरम्भात्‌ । | 
सेव्यो जनश्च कुपितः कर्थं नु दासो निरपराधः ॥ २०॥ 
इति पादयोः पतति । 
देवी | आत्मगतम्‌ । मा खु लहुहिअआ अहं अणुणअं बहु मण्णे । 
२०.३ किं तु दक्खिण्णकिदस्स पच्छादावस्स भाएमि ।. 
राजानमपहाय सपरिवारा निष्क्रान्ता । 


१९:१५ निपृणिके, शोभनं खलु ब्राह्मणेनाश्वासितो वयस्यः | 

१९-१६ मवति, ननु प्रेक्षख | aa: आश्वासितश्चित्रभोजनेन | 

१९-१८ नास्ति भवतोऽपराधः | अत्राहमेवापराद्वा या ग्रतिकूलदशना भूत्वा 
अग्रतस्ते तिष्ठामि | निपुणिके, एहि गच्छाव | 

२०.२ मा खळु लघुहृदयाहमनुनयं बहु मन्ये | किं तु दाक्षिण्यकृतात्‌ 
पश्चात्तापाद्‌ बिभेमि | 


१९:१६ “पेक्ख आसासिदो वअस्सो चित्तभोअणेण rm R; पेक्ख आसासिदो पिसा- 
ओ वि भोअणेण Fm Pi; विदूषकः । किं अण्णं । अण्णचिंताए आवेसिदो ( अब्भ- 
त्थिदावेसिदो Be Fm Kn M) fusi खिजदि nb Fm Kn N v. 

१९.१८ पभवदो rm Kn; पभवंतस्स Fm M V; for भवदो. 

Rea नो नाहं Bb Fs Kn; नूनमहं Fm M V; for नामाहं. Rod च for नु Pi 

२०.२ ण गेण्हामि for मा बहु मण्णे 86 Fm Kn M v 

२०.३ किं तु अदक्खिण्णकिदस्स पच्छादा? K; किं तु दक्खिणस्स दे किदपच्छादावस्सं 

भाएसि 52 Fm Kn M V; किं तु दक्खिणकिदपच्छा? 5६ : 


३८ विक्रमोवैशीयम्‌ | 


विदूषकः | पाउसणदी विअ अप्पसण्णा गदा देवी । उद्देहि । 
६ राजा । उत्थाय । नेदमनुपपन्नस्‌ | पश्य । 
प्रियवचनशतोऽपि योषितां, 
दयितजनानुनयो TATA | 
` प्रविशति हृद्यं न तद्विदां, 
मणिरिव कृत्रिमरागयोजितः ॥ २१ ॥ 
विदूषकः | अणुऊलं एत्थ भवदो एदं | ण हु अक्खिदुक्खिदो 
अहिमुहे दीवसिहं सहेदि । अ 
२५.३ राजा । मा मेवम्‌ | ऽपि मे स एव देव्याँ बहुमानः । 
किं तु प्रणिपातलङ्घनादहमस्यां घेयैमवलम्बिष्ये | 
विदूषकः | Peg दाव भवदो धीरदा | बुभुक्खिदस्स बम्हणस्स 
* जीविदं अवलंबदु भवं । समओ क्खु दे ण्हाणभोअणं Wf । 
राजा । ऊर्ध्वमवलोक्य । गतमधै दिवसस्य | अतः खलु । 
उष्णालः शिशिरे निषीदति तरोमूलालवाले शिखी, 
निर्भिद्योपरि कर्णिकारमुङुलान्यालीयते षट्पदः | 
तप्तं वारि विहाय तीरनलिनीं कारण्डवः सेवते, 
क्रीडावेश्मनि चेष पञ्जरशुकः कान्तो जलं याचते ॥२२॥ 
इति निष्क्रान्ताः सर्वे | 
इति महाकविकालिदाखविरचिते विक्रमोवैशीये द्वितीयोऽङ्कः | 
२०:५ पग्राबृण्नदी इव अप्रसन्ना गता देवी | उत्तिष्ठ | 
२१.१ अनुकूलमत्र भवत एतत्‌। न खन्वक्षिदुःखितोऽभिमुखे दीपरिखां सहते। 
२१-७५ तिष्ठतु तावद्भवतो धीरता | बुभुक्षितस्य ब्राह्मणस्य जीवितमवलम्बतां 
मवान्‌ | समयः खलु ते खानभोजनं सेवितुम्‌ | 
Reg उपपन्नम्‌ for अनुपपन्नम्‌ pb Fm Kn M Pa m v. 
२१७ कृतोऽपि for शतो$पि Bt Fm Kn M Pa n v. 


२१:५ देवीकधा ( कहा 29) for भवदो धीरदा FÜ Bm Kn M Pe Y. 
२२७ 'न्याशेरते षट्पदाः Fb BM Kn M 71 7 v. 


तृतीयोऽङ्कः । 


ततः प्रविशतो भरतशिष्यौ । 


प्रथमः | सखे पछ्व, महेन्द्रसदनं गच्छतोपाध्यायेन त्वमासनं परि- 
ea ग्राहितः | अग्निशरणसंरक्षणाय स्थापितोऽहम्‌। अतः पृच्छामि । 
अपि गुरोः प्रयोगेण दिव्या परिषदाराधिता | 
द्वितीयः | गालव, ण आणे आराहिदा ण व त्ति। तस्सि उण 
à सरस्संदीकिदकव्वबंधे लच्छीसअंवरे तेसु तेसु रसंतरेसु उव्वसी 
तम्मआ आसि | 
प्रथमः | सदोषावकाश इव ते वाक्यशेषः | 
९ द्वितीयः । आम । तहिं उव्वसीए वअणं पमादक्खलिदै आसि । 
प्रथमः । कथमिव । 
द्वितीयः | लच्छीमूमिआए बट्टमाणा उव्वसी वारुणीभूमिआए TE- 
५२ माणाए मेणआए पुच्छिदा । सहि, समाअदा एदे तेछोक्कपुरिसा 
सकेसवा लोअवाला | कदमस्सि दे भावाहिणिवेसो त्ति । 


5.५. गाळव, न जाने आराधिता न वेति | तस्मिन्पुनः सरखतीकृत- 
काव्यबन्धे लक्ष्मीखयंवरे तेषु तेषु रसान्तरेषु उर्वशी तन्मयी आसीत्‌ | 

०:९ आम | addan वचनं प्रमादस्खलितमासीत्‌ | 

०.११ लक्ष्मीभूमिकायां वर्तमानोर्वशी वारुणीभूमिकायां वतमानया मेनकया 
पृष्टा | सखि, समागता एते तरैलोक्यपुरुषाः सकेशवा लोकपालाः | 
कतमस्मिस्ते भावाभिनिवेश इति । 

०.२ अग्निशरणान्महेत्रमन्दिरं for महेन्द्रसद्न॑ Db Fs Kn MR V. 

०.५ ०ण आणे कधं आराधिदा भोदि ! aa? Bb Fa Kn M P2 R V. 

०.७ उम्मादिआ for तम्मआ Bt Fm Kn MR V. 

०.७ Pi K 73 add किंतु- after आसि. 


o.c सदोषविकाश इव? Bb Kn M V. 
०-१३ हिअआहिणि? for भावाहि? Bb Fm Kn M Pi RV. 


२५ 


२४ 


विक्रमोवैशीयम्‌ | 


प्रथसः | ततस्ततः | 

ह्वितीयः । तदो ताए पुरिसोत्तम त्ति भणिदव्वे पुरूरवसि त्ति 
णिग्गदा वाणी । 

प्रथमः | भवितव्यतानुविधायीनीन्द्रियाणि । न खलु mr 
कुद्धो गुरुः । 

द्वितीयः । सत्ता उवज्झाएण । महिंदेण उण अणुग्गहिदा | 

प्रथमः | कथमिव | 

द्वितीयः । जेण मम उवदेसो तुए छंघिदो तेण ण दे fat ठाणं 
भविस्सदि त्ति उवज्झाअस्स सावो । पुरंदरेण उण ठज्ञावणदमुहिं 
उव्वसिं पेक्खिअ एव्वं भणिद्‌ - जस्सि बद्धभावा सि तुमं तस्स 
मे रणसहाअस्स राएसिणो पिअं करणीअं। सा तुमं पुरूरवसं 
जहाकामं उवचिट्ठ जाव सो परिदिड्टसंताणो भोदि त्ति। 

प्रथमः | सदरा पुरुषान्तरविदो महेन्द्रस्य । 

द्वितीयः । सूर्यमवळोक्य | कधापसंगेण अवरद्धा अहिसेअवेला 
उवज्झाअस्स | ता एहि । से पासपरिवत्तिणो होम्ह । 

इति निष्क्रान्तौ | 


०.१५ ततस्तस्याः पुरुषोत्तम इति भणितव्ये पुरूरवसीति निर्गता वाणी | 
०:१९ शक्ता उपाध्यायेन | महेन्द्रेण पुनरनुगृहीता | 
०-२१ येन ममोपदेशस्त्वया ळङ्धितस्तेन न ते दिव्यं स्थानं भविष्यतीति 


START शापः । पुरन्दरेण पुनळेज्ञावनतमुखीमुर्रा प्रेक्ष्यैवं 
भणितम्‌ - यस्मिन्‌ बद्भभावासि त्रं तस्य मे रणसहायस्य राजर्षेः 
प्रियं करणीयम्‌ | सा त्वं पुरूरवसं यथाकामझुपतिष्टख यावत्स qR- 
दृष्टसंतानो भवतीति । 


०:२७ कथाग्रसंगेनापराद्रा अभिषेकवेळा उपाध्यायस्य | तदेहि | अस्य 


पार्श्वपरिवर्तिनौ भवाव | 


००१८ मुनिः for गुर: Bb Fm Kn M P2 R V. 
OR °जाव सो तुइ दिल्ठसंताणो" ps. 


३० 


तृतीयोऽङ्गः | ४२१ 
मिश्रविष्कम्मकः | 
ततः प्रविशति कञ्चुकी । 


कञ्चुकी | 


सर्वः कल्ये वयसि यतते लब्धुमर्थान्‌ कुटुम्बी, 

पश्चात्‌ पुत्रैरपहृतभरः कल्पते विश्रमाय | 
अस्माक तु प्रतिदिनमियं सादयन्ती शरीरं, 

सेवाकारा परिणतिरहो Mig कष्टोडघिकारः ॥ १॥ 
परिक्रम्य | आदिष्टोऽस्मि सनियमया काशिराजपुत्र्या ब्रतसंपाद- 
नार्थ मया मानमुत्सज्य निषुणिकामुखेन पूर्व याचितो महाराजः | 
तदेव मद्गचनाद्विज्ञापयेति | यावदिदानीमवसितसन्ध्याजाप्यं महा- 
राजं पञ्यामि । परिक्रम्य अवलोक्य च । रमणीयः खलु दिवसा- 


वसानवृत्तान्तो राजवेश्‍मनि | इह हि 
उत्कीणा इब वासयष्टिषु निशानिद्रालसा बर्हिणो, 
धूपैर्जालविनिःसृतैर्वकभयः संदिग्धपारावताः | 
आचारप्रयतः सपुष्पबलिषु स्थानेषु चाचिष्मतीः, 
संध्यामङ्गल्दीपिका विभजते शुद्धान्तवृद्धो जनः ॥ २॥ 
नेपथ्याभिसुखं दृष्टा । अये इत एव प्रस्थितो देवः | 
परिजनवनिताकरापिंताभिः, 
ahaa एष विभाति दीपिकाभिः | 


EN Oo t. xw 
१७ कल्पे for FA Be Fm M Pa 2. घटते for यतते Fm Ps भोक्तुँ for 


लब्धुं rm P. 3b उपहृतभरः Fm Po; उपहितभरः Fm Kn M OY; 
for अपहृतभरः, १ ७ साधयन्ती for सादयन्ती 71. प्रतिष्ठां for शरीरं BE Fm 
kn M PsR V. 9d सेवाकाकुः for सेवाकारा Bb Fm Kn M Rl V. अभूत्‌ 
for अहो Bb Fm M Pi R V. 


3:3 संध्याकार्य for सन्ध्याजाप्यं BE Fm M Pi R Y. 
२० वर्तिकाः for दीपिकाः Fa ७, वृद्धाजनः for वृद्धो जनः Pi K 73. 


E à m 


४२ विक्रमोवेशीयम्‌। 


गिरिरिव गतिमानपक्षलोपाद्‌ , 
अनुतटपुष्पितकणिकारय ष्टिः ॥ ३॥ 
यावदेनमवलोकनमागे स्थितः प्रतिपालयामि । 
ततः प्रविशति यथानिर्दिष्टो राजा व्रिदूषकश्च | 
राजा || आत्मगतम्‌ | 
कायान्तरितोत्कण्ठं दिनं मया नीतमनतिकृच्छ्रेण | 
अविनोददीधेयामा कथं चु रात्रिगमयितव्या ॥ ४ ॥ 
कश्चुकी | उपगम्य | जयतु जयतु देवः । देवी विज्ञापयति । 
RAR Galas | तत्र संनिहितेन देवेन प्रतिपाल- 
*३ यितुमिच्छामि यावञन्द्ररोहिणीयोग इति । 
राजा । चिज्ञाप्यतां देवी यस्तव छन्द इति । 


कञ्चुकी | तथा | 
& इति निष्क्रान्तः | 
राजा । वयस्य, किं परमार्थत एव देव्या ब्रतनिमित्तोऽयमारम्भ 
स्यात्‌ । 


९ विदूषकः । भो, तक्केमि जादपच्छादावा तत्थभोदी वदावदेसेण 
तत्थभवदो पणिपादलंघणं पमजिदुकाम त्ति । 
राजा | उपपन्नं भवानाह | तथा हि d 
अवधूतप्रणिपाताः पश्चात्‌ संतप्यमानमनसोऽपि | 
निभृतेव्यपत्रपन्ते दयिताबुनयैर्मनखिन्यः ।। ५॥ 


४-९ भोः, तर्कयामि जातपश्चात्तापा तत्रभवती ब्रतापदेशेन तत्रभवत 
प्रणिपातळङ्कनं प्रमाष्टकामेति | 


३०९ अपक्षसादाद्‌ for अपक्षलोपाद्‌ Bt Fm Kn M RV 

४*२-३ प्रतिपालनीयः M v; प्रतिपालनीय Bt 18; देवी प्रतिपालयितव्या Fm Pa; 
for प्रतिपालयितुमिच्छामि. 

५७ "मनसो हि Berm गएर ए. ५८ विविधैरनुतप्यन्ते 86 rm Kn M P1 RI Y. 

d दुयितानुरायेः for दुयितानुनयेः Bı Fm Pi R 


तृतीयोऽङ्कः | ४३ 


तदादेशय मणिहर्म्यपृष्ठमार्गस्‌ | 
विदूषकः । इदो इदो भवं । इमिणा गंगातरंगसस्सिरीएण फलिह- 
५३ मणिसोवाणेण आरोहदु भवं पदोसावसररमणीअं मणिहम्मिज । 
राजा । आरोहाग्रतः । 
सर्वे सोपानारोहणं नाटयन्ति । 
६ विदूषकः । विलोक्य । भो, पच्चासण्णेण चंदोदएण होदव्वं । जधा 
तिमिररेईअमाणं पुव्वदिसाम॒हं आलोअसुहअं दीसदि । 
राजा | सम्यगाह भवान्‌ | 
उदयगूहशशाङ्कमरीचिभिस्‌, 
तमसि दूरतरं प्रतिसारिते । 
अलकसंयमनादिव लोचने, 
हरति मे हरिवाहनदिझ्ुखम्‌ ॥ ६ ॥ 
विदूषकः | ही ही भो, एसो खंडमोदअसस्सिरीओ उदिदो राआ 
दुआदीणं | 
६.३ राजा | सस्मितम्‌। स्ेत्रौदरिकस्याभ्यवहार्यमेव विषयः । 


५.२ इत इतो भवान्‌ | अनेन गङ्गातरंगसश्रीकेण स्फटिकमणिसोपानेन 
आरोहतु भवान्‌ प्रदोषावसररमणीयं मणिहर्म्येम्‌ | 
७.६ भोः, प्रत्यासन्नेन चन्द्रोदयेन भवितव्यम्‌ । यथा तिमिररिच्यमानं 
पूर्वदिशामुखमाळोकसुभगं इश्यते | 

६.१ ही ही भोः, एष खण्डमोदकसश्रीकः उदितो राजा द्विजातीनाम्‌ | 

५.२ सिसिरेण for सस्सिरीएण Bt Fm Kn M Ps R V. ०फलिहमणिसिलासोवाणेण? 
B Fm Kn M Pik V. 

५.३ सव्वदा (सव्वदो Pu ) Bt rs Kn M Pu RV; पदोसावदार P2; पदोसावसाण 
pi; for पदोसावसर. 

५.७ आलोहिदप्पहं for आलोअसुहअं Bt Fm Kn M R V. 

ga उदयरूढ? Fm Pi; उपरिगूढहिमांद्युम? An. <b दूरमितः for दूरतरं Ft Pe, 
ogg एव निराकृते 72. 

६.२ ओसहीणं for दुआदीणं Bb Fm Kn M Pi R V. 


४४ विक्रमोर्वशीयम्‌ | 


MAS: प्रणिपत्य | भगवन्‌ क्षपानाथ | 
रविमावसते सतां क्रियाये, 
सुधया तर्पयते सुरान्‌ Pes । 
तमसां निशि मूच्छेतां Fes, 
हरचूडानिहितात्मने नमस्ते || ७॥ 
विदूषकः। भो, बम्हणसंकामिदक्खरेण दे पिदामहेण अब्भणु- 
ण्णादो आसणड़िदो होहि जाव अहं पि सुहासीणो होमि । 

“३ राजा । विदूषकवचनं परिगृह्य उपविष्टः | परिजनं विलोक्य | 
अभिव्यक्तायां चन्द्रिकायां किं दीपिकापौनसक्लेन । विश्राम्यन्तु 
भवत्यः । 

° परिजनः। जं देवो आणवेदि । 

इति निष्क्रान्तः | 
राजा | चन्द्रमवलोक्य | वयस्य, परं झुहूर्तादागमनं देव्याः । तद्‌ 
९ विविक्ते कथयिष्यामि स्वामवस्थाम्‌ । 
विदूषकः । णं दीसदि एव्व सा। किं तु तारिसं अणुराअं पेक्खिअ 
सक्कं आसावंधेण अत्ताणं IRS । 

७:१ मोः, ब्राह्मणसंत्रामिताक्षरेण ते पितामहेनाभ्यनुज्ञातः आसनस्थितो 

भव यावदहमपि सुखासीनो भवामि । 

७:६ यद्देव आज्ञापयति । 

७:१० ननु दश्यत एव सा | किं तु ताढरामनुरागं प्रक्ष्य रक्यमाशाबन्धे- 

नात्मानं धारयितुम्‌ | 


६०४ ऋक्षराज for क्षपानाथ Bt Fm Kn M Pi V. 

va रुचिमावहते सतां? Bb Fm Kn M Pi nl v ¦ रविमाविशते सता? m 71 7. 
७० ०निलयात्मने? Pi. 

sx अनमिव्यक्ताश्वन्द्रिकायां दीपिकाः पुनरुक्ताः for अभिर०रुक्लेन Bb Fm Kn M V. 


४:१० ण दीसदि nb rm Kn M छ 2 v; दीसदि Pu ; for णं दीसदि. सरिसं 
for तारिसं Bt 79 Kn M. 


तृतीयोऽङ्कः | ४५ 


५२ राजा | एवमेतत्‌ । बलवान्‌ पुनर्मम मनसो5मितापः । 
नद्या इव प्रवाहो विषमशिलासंकटस्खलितवेगः | 
विन्नितसमागमसुखो मनसिशयः शतगुणीभवति ॥ ८ ॥ 
विदूषकः | जधा परिहीअमाणेहिं अंगेहिं अहिअं सोहसि तधा 
अदूरे पिअसमागमं ते पेक्खामि । 
८.३ राजा | निमित्तं सूचयित्वा | वयस्य | 
वचोभिराश्ञाजननैर्भवानिब गुरुव्यथम्‌ | 
अयं मां स्पन्दितैर्बाहुराश्वासयति दक्षिणः ॥ ९ ॥ 
विदूषकः । ण क्खु अण्णधा बम्हणस्स वअणं । 
राजा सम्रव्यारास्तिष्ठति | ततः प्रविशत्माकाशयानेन 
९.३ अभिसारिकावेषा उर्वशी चित्रलेखा च । 
उर्वशी । आत्मानं विलोक्य । सहि, रोअदि दे अअं अप्पाहरण- 
भूसिदो णीठंसुअपरिग्गहो अहिसारिआवेसो । 
६ चित्रलेखा । of मे वाआविहवो पसंसिदु । इदं तु चितेमि । 
अवि णाम अहं पुरूरवा भेवेअं ति । 


८.१ यथा परिहीयमानैरङ्गैरधिकं शोभसे तथा अदूरे प्रियासमागमं ते प्रेक्षे । 

९:१ न खल्वन्यथा ब्राह्मणस्य वचनम्‌ | 

e.g सखि, रोचते तेऽयमल्पाभरणभूषितो नीलांशुकपरिग्रहो$मिसारिकावेष; । 

e.& नास्ति मे वाग्विभवः प्रशंसितुम्‌ । इदं तु चिन्तयामि । अपि 
नामाहं पुरूरवा भवेयमिति । 

«d त्वनुणुणो (°णी nt) Bt Fm MR Y; द्विगुणितो १9; for शतगुणी, 

«x अच्छरेहिँ समागमं for अदूरे पिअसमागमं Bb Fm Kn R V. 

२९७ अयमास्पन्दितै? 91 Fm Kn Ps 2. ९ मे मनः for दक्षिणः Bi F2 Pi. 


९.४ मोत्ताहरण for अप्पाहरण Bt Fm Kn M P2R V. 
९-५ णीलमणि for णीलेसुअ Fm Kn M V. . 


४६ विक्रमोवेशीयम्‌ | 


उवेशी । सहि, मअणो क्खु तुमं आणवेदि । सिग्ध d णेहि 
९ तस्स सुहअस्स वसदिं । 
चित्रलेखा । णं एदं पडिवट्टिद विअ केलाससिहर पिअदमस्स दे 
भवणं उवगदम्ह । 
१२ उवेशी । तेण हि पहावदो जाणाहि दाव कहिँ सो मे हिअअचोरो 
किंवा अणुचिठ्ठदि fa à 
चित्रलेखा । ध्यात्वा । आत्मगतम्‌। भोदु । कीलिस्सं दाव एदाए । 
१५ प्रकाशम्‌ । हला, मणोरहरुद्धपिआसमाअमसुहं अणुहवंतो उव- 
होअक्खमे ओआसे चिट्टदि । 
उर्वशी विषादं नाटयति | 
४८ चित्रलेखा । सुद्धे, का उण अण्णा चिता पिआसमाअमस्स । 
उर्वशी | सोच्छासम्‌ । अदक्खिणं संदिहदि मे हिअअं । 


९.८ सखि, मदनः खलु त्वामाज्ञापयति | शीघ्रं मां नय तस्य सुभगस्य 
वसतिम्‌ | « 
९-१० नन्वेतत्‌ परिवतितमिव कैलासशिखरं प्रियतमस्य ते भवनमुपगते खः । 
९-१२ तेन हि प्रभावतो जानीहि तावत्‌ कुत्रासौ मे हृदयचोरः किं arg 
तिष्ठतीति | 
९.१४ भवतु | ARA तावदेतया | हला, मनोरथळब्धप्रियासमागमसुख- 
मनुभवन्नुपभोगक्षमे अवकारे तिष्ठति | 
९.१८ मुग्धे, का पुनरन्या चिन्ता प्रियासमागमस्य | 
९.१९ अदक्षिणं संदेगिध मे हृदयम्‌ | 
९-८-९ सहि, असमत्था खु अहं । तुमं आणेहि तं सिग्घं णेहि मं तस्स वा सुहअस्स वसर्दि। 
Bb Fm Kn MR v. ^ 
९.१० णं पडिबिंबिअं विअ जामिणीजमुणाए केलाससिहरं” ("रसस्सिरिअं भ 1 m v) 
Bb Fm M P2 R V. 
९-१७-१९ उर्वशी । अवेहि, हिअअं ण मे पत्तिअदि । हला चित्तलेहे, हिअए काऊण किं 
पि जंपसि । पिअसमागमस्स अग्गदो जेव अणेण aged (गहिदं Kn) मे 
हिअअं Bt Fm Kn MPR v. 


तृतीयोऽङ्कः | ४७ 
चित्रलेखा । विलोम्य | एसो मणिहम्मिअगदो वअस्समेत्तसहाओ 
२१ राएसी | ता एहि | उवसप्पम्ह णं । 
उभे अवतरतः । 
राजा | वयस्य, रजन्या सह विजृम्भते मदनबाधा | 
२४ उर्वशी । अगिब्मिण्णत्येण इमिणा वअणेण आकंपिदं मे हिअअ । 
अंतरिदा एव्व सुणम्ह से सेरालावं जाव णो संसअच्छेओ भोदि । 
चित्रलेखा | जं दे रोअदि | 
२७ विदूषंक्रः । णं इमे अमिअगव्भा सेवीअंतु चंदवादा | 
राजा | वयस्य, एवमादिभिरनुपक्रम्योऽयमातङ्कः | पश्य | 
कुसुमशयनं न प्रत्यग्रं न चन्द्रमरीचयो, 
न च मलयजं सर्वाङ्गीणं न वा मणियष्टयः । 
मनसिजरुजं सा वा दिव्या ममालमपोहितुं, 
रहसि लघयेदारब्धा वा तदाश्रयिणी कथा ॥ १० ॥ 
उर्वशी | हिअअ दाणिं मं उज्झिअ इदो संकंतेण तुए फले 
BASE | 


९.२० एष मणिहर्मीगतो वयस्यमात्रसहायो राजर्षिः | तदेहि | उपसपो- 
वैनम्‌ | 

९:२४ अनिमिन्ना्थैनानेन वचनेनाकम्पितं मे. हृदयम्‌। अन्तरिते एव ञ्च॒ण- 
वावास्य' Suet यावन्नः सँशयच्छेदो भवति | 

९.२६ यत्ते रोचते । 

९.२७ नन्विमे अमृतगमाः सेव्यन्तां चन्द्रपादाः | 

१०.१ हृदय, इदानीं मामुज्झित्वा इतः संक्रान्तेन त्वया फळसुपलन्धम्‌ | 


९,२८ आरम्भः for आतङ्कः 32 1. 
१०.८ After this: उर्वशी । कावरा । राजा । रहसि Fb 20. 


४८ विक्रमोर्वशीयम्‌ | 


sea AFAR: । आम । भो, अहं पि जदा सिहरिणिं रसालं च ण लहे 
तदा णं पत्थअंतो संकित्तअंतो आसासेमि । 
राजा | सखे, एवे मन्ये d 
६ चित्रलेखा । सुणु । असंतुद्दे, सुणु । 
विदूषकः । कहं विअ । 
राजा | 
अयं तस्या रथक्षोभाद॑सेनांसो निपीडितः | 
एकः कृती शरीरेऽस्मिन्‌ AAs भ्रुवो भरः ॥ ११॥ 
उर्वशी । किं दाणिं अवरं विळंबिस्सं । सहसा उपगम्य । हला 
Frade, अग्गदो वि मइ are उदासीणो विअ महाराओ | 
११.३ चित्रलेखा । सस्मितम्‌। अदितुवरिदे, असंखित्ततिरक्खरिणीआ सि। 


१०.३ आम। भोः, अहमपि यदा शिखरिणीं रसालं च न लभे तंदेतत्‌ 
प्राथयन्‌ संकीतेयन्‌ आश्वसिमि | 

१०.६ BT | असंतुष्ट, शृणु | 

१०.७ कथमिव | 

११.१ किमिदानीमपरं विळम्विष्ये | हला चित्रलेखे, अग्रतोऽपि मयि 

-  . स्थितायामुदासीन इव महाराजः | 

११-२ अतित्वरिते, असंक्षिप्ततिरस्करिणीकासि | 


१०:३ मिट्टहरिणीमंसभोअणं for सिहरिणिं रसाळं च Ft 73. 
१०५४ तदा तं एव्व चिंतअंतो आसादेमि gÈ Bt Fm Kn M ?1 2 ए. , 
Between १०:४ and १०.५ राजा । संपद्यत इदं भवतः | विदूषकः । तुम. ( भवं 
Ps) वि d अइरेण पोविहिसि ( पाविस्सदि Ps ) Bt Fm xn M Ps RÝ, ` 
११७ अयं तया रथ? An; ११) 'विघट्टितः for निपीडितः ra; ११४७०७ zd तयां 
। रथक्षोभादङ्ेनाङ्गै निपीडितम्‌ । एकं कृति ह? BE Fm Kn M R v. 


1-१-२ चित्रलेखा । किं दाणिं विलंबीअदि । उर्वशी । सहसा ITEA । हला अग्गदो? 
Fm K Ps. ; » a 


११:३ अणक्खित्त? 7४.४; अणिक्खित्त? Fm 7; अणुक्खित्त” Ps; for असंखित्त?,. , 


तृतीयोऽङ्कः | ४९ 
नेपथ्ये | इदो इदो भट्टिणी । 


सर्वे कर्णं ददति | उर्वशी सह सख्या विषण्णा | 
६ विदूषकः । अविहा अविहा । उवड्टिदा देवी ता वाअंअमो होहि। 
राजा | भवानपि संत्रृताकारमास्ताम्‌ । 
उर्वशी | हला, किं एत्थ करणीअं । 
९ चित्रळेखा। अळं आवेएण | अंतरिदा वे । विहिदणिअमवेसा 
राअमहिसी दीसदि । ता एसा चिरं ण चिड्डिस्सदि । 
ततः प्रविशति धृतोपहारपरिजना देवी | 
१२ देवी | चन्द्रमसमवलोक्य | हञ्जे णिउणिए, एसो रोहिणीसंजोएण 
अहिअं सोहदि भअवं मिअलंछणो | 
चेटी । णं संपजिसदि भट्टिणीसहिदस्स भट्टिणो विसेसरमणीअदा । 


१५ इति परिक्रामतः । 


११.४ इत इतो भङ्गिनी | 

११.६ अविहा अविहा । उपस्थिता देवी । तद्वाचंयमो भव । 

११.८ हला, किमत्र करणीयम्‌ | 

११.९ अलमावेगेन | अन्तरिते आवाम्‌ | विहितनियमवेषा राजमहिषी 

ead | तदेषा चिरं न स्थास्यति | 

११.१२ हञ्जे निपुणिके, एष रोहिणीसंयोगेनाधिकं शोभते भगवान्मृग- 

लाञ्छनः । 

११.१४ ननु संपत्स्यते भट्टिनीसहितस्य भुर्विशेषरमणीयता | 

११:६ सुमुद्दिमुहो Bt m; मुद्दिदशुहो Fm M ?1 ५; सुसंजदमुहो 52 F M Kn} 
वाचंजमो Ps for वाअंअमो ( supported by Ps.) 

११:८ करणिज for करणीअं Bt 7 (all mss.) M Pa R V. 

११.७ दाणिं सि तुमं Bb Fm Kn M Pu R V; होम्ह Fm Pa for वं. 
विणीदवेसा Ps; उववासणिअमवेसा K 7५; विहिदणिअमव्वावारा Fm M V; for 
विहिदणिअमवेसा. 

११-१४ णं देवीसहिदो भट्ट विसेसरमणिजो (?णीओ 72) | Fm K Ps, 


७ 


Go विक्रमोवेशीयम्‌। 


विदूषकः । ez भो, ण जाणामि सोत्थिवाअणं देदि त्ति, आदु 
भवंतं अंतरेण वदावदेसेण मुक्करोसा, अज मे अच्छीणं सुह 
१८ दंसणा देवी । 
राजा | सस्मितम्‌ । उभयमपि घटते । यत्तु पश्चादभिहितं तन्मां 
प्रतिभाति | यदत्रभवती 
सितांशुका मङ्गलमात्रभूषणा, 
पवित्रदुवोङ्करलाञ्छितालका | 
व्रतापदेशो ज्झितगर्ववृत्तिना, 
मयि प्रसन्ना वपुषैव लक्ष्यते ॥ १२ ॥ 
देबी | उपगम्य | जेदु जेदु अजउत्तो । 
परिजनः । जेदु जेढु भट्टा | 
१२३ विदूषकः | सोत्यि भोदीए । 
राजा । देवि, स्वागतम्‌ | 
हस्ते गृह्ीत्वोपवेशयति | 
११.१६ भोः न जानामि ख़स्तिवायनं ददातीति, अथवा भवन्तमन्तरेण 
्रतापदेशेन मुक्तरोषा, अब मे अक्ष्णोः छुमदर्शना देवी | 
१२.१ जयतु जयत्वार्यपुत्रः | 
१२.२ जयतु जयतु भर्ता | 
१२.३ स्वस्ति भवल्लै | 


११-१६-१७ भो णं (ण Kn) आणामि सो” देदि । आदु भवंतं अंतरेण चंदव्वदव्ववदेसेण 
मुकरोसा, अज में Bt kn MR ९. 
११:१७ 'मुक्करोसा पणिपादलंघणं प॒मज्जिदुकाम त्ति अज मे? Ps K. 
११.१९ भवतः Bb Fm M Pi V; सेत्स्यति Kn; for घटते. 
१२) fag Bt Fm M Pi ४. 42d मम प्रस” bb rm M Ps V, वपुषेव 
for agua Fm Ps, ce tee 5 j 


तृतीयोऽङ्कः | i p 
उर्वशी । हला, ठाणे इअं देवीसद्ेण उवअरीअदि । ण किं पि 
परिहीअदि सचीदो ओजस्सिदाए | 
चित्रलेखा | साहु, असूआपरंमुहं मंतिदं तुए । 
देवी । अजउत्त पुरोकदुअ को वि वदविसेसो मए संपादणीओ | 
ता Fed उवरोहो सहीअदु । 
राजा | मा मैवम्‌ । अनुग्रहः खलु | नोपरोधः | 
विदूषकः | ईरिसो सोत्यिवाअणवंतो उवरोहो बहुसो भोदु | 
राजा | किंनामधेयमेतददेव्या ATT । 
देवी निपुणिकामवेक्षते । 
निपुणिका । भट्टा, पिआणुप्पसादणं णाम । 
राजा | देवीं विलोक्य | यद्येवम्‌ । 
अनेन कल्याणि मृणालकोमलं, 
ब्रतेन गात्रं ग्लपयस्यकारणम्‌ | 
प्रसादमाकाङ्गति यस्तवोत्सुकः, 
स किं त्वया दासजनः प्रसाद्यते ॥ १३ ॥ 


१२.६ हला, स्थाने इयं देवीशब्देनोपचर्यते | न किमपि परिहीयते शच्या 


ओजखितया | 


१२-८ साधु | असूयापराड्युखं मत्रितं त्वया | 
१२.९ आर्यपुत्रं पुरस्कृ कोऽपि त्रतविशेषो मया संपादनीयः | 


तन्सुहूर्तमुपरोधः सह्यताम्‌ | 


१२-१२ sea: स्वस्तिवायनवानुपरोधो बहुशो भवतु | 
१२-१५ भतेः, प्रियानुप्रसादनं नाम | 


१२.८ चित्रलेखा । अत्थि अवरं सुहं मंतिदुं ( मंतिदं Bb) दे Bt rm Kn MR. 


(अस्ति अपरं मन्त्रयितुं सुखं ते । शची हि सर्वश्रेष्ठा अतस्तस्याः साइस्योक्त्या 
, अपरं अगम्यं त्वयोक्तमिति भावः Kn. अवरंसुहं is अपराङ्सुखं meaning 
‘without jealousy’ according to B and R ) 


uR विक्रमोवेशीयम्‌ | 


. उर्वशी | महंतो क्खु से इमस्सि बहुमाणो । 
चित्रलेखा । अइ मुद्धे, अण्णसंकंतप्पेम्माणो णाअरिआ अहिअं 
१३३ दक्खिणा होंति | 
देवी | इमस्स वदस्स अअं पहावो जं एत्तिअं मंताविदो अजउत्तो । 
विदूषकः | विरमदु भवं । ण जुत्तं सुहासिदं प्थाखादुं । 
६ देवी । दारिआओ, उवणेध ओवहारिअं जाव मणिहम्मिअगदे 
चंदवादे अच्चेमि । 
परिजनः। जं देवी आणवेदि | एसो उवहारो | 
९ देवी । नाव्येन कुसुमादिभिश्वन्दपादानभ्यच्ये । हञ्जे, इमे ओवहा- 
रिअमोदए अज्ञमाणवअं लंभावेहि । 
परिजनः। जं देवी आणवेदि | अज्ञमाणवअ, एदे दाव दे । 


१३.१ महान्‌ खल्वस्यास्यां बहुमान: | 

१३.२ अयि मुग्धे, अन्यसंक्रान्तप्रेमाणो नागरिका अधिकं दक्षिणा भवन्ति | 
१३-४ अस्य त्रतस्यायं प्रभावो यदेतावन्मत्रित आर्यपुत्रः । 

१३-५ विरमतु भवान्‌ | न युक्तं सुभाषितं प्रत्याख्यातुम्‌ । 

१३.६ दारिकाः, उपनयतौपहारिकं यावन्मणिहम्यंगतां श्न्द्रपादानर्च॑यामि | 
१३.८. यद्वेव्याज्ञापयति | एष उपहारः | 

१३.९ हञ्जे, इमानोपहारिकमोदकानार्यमाणवकं लम्भय | 

१३.११ यद्देव्याज्ञापयति | आर्यमाणवक, एतत्तावत्ते | 


१३-२ चित्रलेखा । सरिसं जेव एसा आकिदी बहुमाणस्स। अयि सुद्धे, अण्ण? 7 K Pa, 
णाअरा for णाअरिआ Bb Kn M R V. 
33:3 पिअवअणा for दक्खिणा Bi Pi; भारिआए is added before a^ in rs m, 
१३-५ THRE Fs 73; पञ्चाचरिदुँ Fm Ps; for qarag; for the whole 
line ण जुत्तं चिराइढुँ । सुहासिदं बंधुचरिदं ( चिरायितुं न युक्तं । सुखासितं 
बन्धुचरितम्‌ | बन्धूनां सकारो बन्धुना तावदेवोपवेष्टव्यं यावत्‌ स नोद्विजतीति भावः 
Kn ) Be Kn. 
31-3. हंजे, इमेहिं उवहारेहिँ मोदएहिं अजमाणवअं कंचुई च अचेध £07 हंजे, इमे 
ओवहारिअ nb Fm M PIR V. 


४ 


तृतीयोऽङ्कः | ua 
२ विदूषकः | मोदकशरावं गृहीत्वा | सोत्यि भोदीए | बहुफलो दे 
उववासो AE | 
देवी | अजउत्त, इदो दाव । 
१५ राजा । अयमस्मि । 
देवी । राज्ञः एजाममिनीय प्रा्जलिः प्रणिपत्य | एसा अहं देवदा- 
मिहुणं रोहिणीमिअलंछणं सक्खीकरिअ अज्ञउत्तं अणुप्पसादेमि । 
४१८ अजपहुदि जे इत्थिअं अजउत्तो पत्थेदि जा अजउत्तस्स 
समाअमप्पणइणी ताए मए पीदिबंघेण वत्तिदव्वं ति । 
उर्वशी | अम्महे, ण आणे किंपर से वअणं ति। मम उण 
१ विस्सासविसदं हिअअं संतुत्तं । 
चित्रलेखा | सहि, महाणुहावाए पदिव्वदाए अब्भणुण्णादो 
अणंतराओ दे पिअसमाअमो भविस्सदि । 
१३:१२ सस्ति भवल्लै । बहुफलस्ते उपवासो भवतु | 
१३-१४ आयेपुन्र, इतस्तावत्‌ | i 
१३:१६ एषाहं देवतामिथुनं रोहिणीमृगलाज्छनं साक्षीकृत्य आर्यपुत्रमनु- 
प्रसादयामि | अद्यप्रभ्रति यां ख्रियमार्यपुत्र; प्रार्थयते या आर्यपुत्रस्य 
, समागमप्रणयिनी तया मया. प्रीतिबन्धेन वर्तितव्यमिति । 
१३:२० अम्महे, न जाने किंपरमस्या वचनमिति । मम पुनर्विश्वासविशद 
हृदयं संबृत्तम्‌ | ' 


१२.२२ सखि, महानुभावया पतिब्रतया अभ्यनुज्ञातः अनन्तरायस्ते 
प्रियसमागमो भविष्यति । 


a 


x 


Between १३.१४ and १३-१५ चेरी । अज कंचुइ, इदं तुह | कंचुकी । 
ग्रहीत्वा । सस्ति देव्यै Bt Fm Kn M 29 R V. 


१३-१९ अप्पडिबंधेण for प्रीदिबंधेण Bt rm Kn M एप nov, 


ue विक्रमोबैशीयम्‌ \ 


२९ विदूषकः | अपवार्य | छिन्नहत्थो मच्छे पलाइदे णिव्विण्णो धीवरो 
भणादि धम्मो मे भविस्सदि त्ति प्रकाशम्‌। भोदि, किं 
उदासीणो तत्थभवं । 

२५ देबी। मूढ, अहं खु अत्तणो सुहावसाणेण अज्उत्तं णिव्वुदसरीरं 
alg इच्छामि | एत्तिएण चितेहि दाव पिओ वा ण वेत्ति। 
राजा | 


दातु वा प्रभवसि मामन्यस्पे कतुमेव दासम्‌ | 
नाह पुनस्तथा त्व यथा हि मां शङ्कसे भीरु ॥ १४॥ 


देवी । होहि वा मा वा । जहाणिदिइ संपादिदं पिआणुप्पसादणं 
वद्‌ | दारिआओ, एध | गच्छम्ह | 


१०३ राजा | प्रिये, न ag प्रसादितोऽस्मि यदि संप्रति विहाय गम्यते । 


१३:२४ छिनहस्तो मत्स्ये पलायिते निर्विण्णो धीवरो भणति धर्मो मे 
भविष्यतीति | भवति, किं उदासीनस्तत्रभवान्‌। 


१३.२७ मूठ, अहं खल्वात्मनः सुखावसानेन आर्यपुत्रं नि्तरारीरं 
कर्तुमिच्छामि | एतावता चिन्तय तावतू प्रियो वा न वेति | 

१४.१ भव वा मा वा। यथानिर्दिष्टं संपादितं ग्रियाचुप्रसादनं व्रतम्‌ | 
दारिकाः, एत | गच्छाम | 


१३-२४-२५ °छिन्हत्थस्स पुरदो वज्झे पलाइदे भणादि धम्मो? Bt rm Kn M R ४. 

( व्याघ्रश्नरकादिधारणे अक्षमः पलायिते तस्मिन्‌ कथयति यदू धर्मो मे? xn) 
३:२६ ते दासो Pm 72; दिण्णो gu २०; तारिसो पिओ ps for उदासीणो 

१३:२७ पसादेण 76 वदावदेसेण Fo Pa; सुहोवरोहेण Ps; for सुहावसाणेण. अज- 
उत्तस्स सुहं for अज FE Bb K M Kn M PUR V 

१४७० दातुमसहने प्रभवखन्यस्मै 5 Fm MP: R Y. १४९ त्वयि fora BU 
Fm M PUR V. D reads v.14 as an Anustubh (drops 
दासम्‌ in b; reads भीर्‌ 107 त्वं in e, and यथा मयि विशङ्कसे in 4). 

१४-१ भोदु वा मा वा BE Fm Kn Ps R; WE M V; for होहि वा मा वा. 

४-३ प्रसादितमपि for प्रसादितोऽस्मि यदि Bt rm M v. 


तृतीयोऽङ्कः | ५५ 
देवी । अज्जउत्त, अलंघिदपुव्वो मए णिअमो । 


निष्क्रान्ता सपरिवारा देवी | 
६ उर्वशी। हला, पिअकलत्तो राएसी। ण उण हिअअं णिवत्तेदु 
सङ्कुणोमि | 
चित्रलेखा । किं तुए णिरासाए णिवत्तीअदि । 
९ राजा । आसनमुपेव्य। वयस्य, न खलु दूरं गता देवी । 
विदूषकः । भण विस्सद्धं जं सि वत्तुकामो । असज्ञो त्ति परि- 
छिंदिअ, आहुरो विअ वेजेण अइरेण gA तत्थभवं भोदीए । 
१२ राजा । अपि नाम, उर्वशी 
उर्वशी | अजञ किदत्था भवे । 
राजा। 
गूढा नूपुरशब्दमात्रमपि मे कान्ता श्रुतौ पातयेत्‌, 
पश्चादेत्य शनेः कराम्बुजबृते कुवीत बा लोचने | 


१४-४ आर्यपुत्र, अलङ्कितपूर्वो मया नियमः | E 

१४.६ हला, प्रियकलत्रो राजर्षिः | न पुनहंदय॑ निवर्तयितुं शक्नोमि ।. 

१४.८ किं त्वया निराशया निवर्त्यते | 

१४:१० भण विश्रब्धं यदसि वक्तुकामः | असाध्य इति परिच्छिय, आतुर 

इव वैद्येनाचिरेण मुक्तस्तत्रभवान्‌ भवल्या | 

१४-१३ अद्य कृतार्थी भवेत्‌ | 

wee चित्रलेखा । कथं थिरासो ( थिरसोहिदो 76 K ps) णिवत्तीअदि (णिंदीअदि 7६ 
K Pa) Bb Fm K Kn Ps M R V. 

१४९ न खळ dropped in Bt Fm M Ps v. 

१४:१० वीसद्धो for fers Bb 74 R V. असक्को for असज्झो Fb 7. 

१४-११ सेरे for अइरेण FM K M Pa. 

३५७ गूढ? कान्तं श्रुती) ४४ rm Kn M = ४, १५० OA RITA Bt 
Fm Kn M ?1 2 ४. कराम्बुजेन fg for ga: कराम्बुजत्रृते FM 7, 


2 


Be विक्रमोबैश्ीयम्‌ | 


ऽस्मन्नवतीर्य साध्वसवशान्मन्दायमाना बलाद्‌ 
jms पदं चतुरया सख्या ममोपान्तिकम्‌ ॥१५॥ 
उर्वशी । हला, इमं दाव से मणोरह संपादइस्सं | 
पृष्ठतो गत्वा राज्ञो नयने संवृणोति | चित्रलेखा विदूषकं संज्ञापयति | 
१५३ राजा | स्पर्श रूपयित्वा | सखे, नारायणोरुसंभवा सेयं वरोरूः । 
विदूषकः | कहं भवं अवगच्छदि | 
राजा । किमत्राज्ञेयम्‌ । 
ARRE सुखयेदन्या न मे करस्पर्शात्‌ | 
नोच्छूसिति तपनकिरिणैशन्द्रसेवांशुभिः कुमुदम्‌ ॥ १६॥ 
उर्वशी | हस्तावपनीय उत्तिष्ठति | किंचिदुपसृत्य । जेदु जेदु 
महाराओ | 
१९३ राजा । सुन्दरि, स्वागतम्‌ | 
एकासने उपवेशयति । 
चित्रलेखा | अवि ge वअस्सस्स | 
१५:१ हा, इमं तावदस्य मनोरथं संपाद विष्ये | 
१५.४ कथं भवानवगच्छति | 
१६-१ जयतु जयतु महाराज: | 
१६:५ अपि सुखं (34 xn ) वयस्यस्य | 


१५-१-२ चित्रलेखा | हला उव्वसि, इमं दाव से मणोरहं संपादेहि । उर्वशी । ससाध्वसा । 
कीलिस्सं दाव । इति प्रष्टेनागत्य राज्ञो? Bt Fm Kn M Pu R v. 

143 किमत्र ज्ञेयं । BE rt ar py R v, 

१६७ कथमन्यथापि go. 7५ "S अन्यलथमिव qui: 5६ 111 Kn 7 v, १ &b 
सुखयत्यन्या न मे Ps; कलितं मम Trt करस्पर्शात्‌ Bt एफ Kn 

MRY. १६१ चन्द्रसैवा” pt Fm Ps, 

१६:१ उर्वशी । अम्महे, वजलेवघडिद विअ हत्यजुअलं; ण समत्थस्हि अवणेडुं । इति 

` _ चथा मुकुलिताक्षी चक्ुषोहेस्तावपनीय ससाध्वसा तिष्टति | कथेचिदुपसृत्य | जेदु" 


Bt Fm Kn M Pu R v. 


ठृतीयोऽङ्कः | ५७ 


६ राजा । नन्वेतदुपपन्नम्‌ | 
उर्वशी | हला, देवीए दिण्णो महाराओ । तदो से पणअवदी 
विअ सरीरसंगदम्हि | मा खु मै पुरोभाइणिं समत्थेहि | 
९ विदूषकः । कहं । इह एव्व तुम्हाणं अत्यं इदो सुञो । 
राजा । उर्वशीमवलोक्य | 
देव्या दत्त इति यदि व्यापारं व्रजसि मे शरीरेऽस्मिन्‌ | 
प्रथमं कस्यानुमते चोरितमेतत्‌ त्वया हृदयम्‌ ॥ १७ ॥ 
चित्रलेखा | वअस्स, णिरुत्तरा एसा | संपदं मह विण्णविदं 
सुणीअदु । 
१७.३ राजा | अवहितोऽस्मि । 
चित्रलेखा | वसंताणंतरे उण्हसमए भअवं सुञो मए उवअरि- 
द्वो | ता जहा इअं मे पिअसही सग्गस्स ण उक्कठेदि तहा 
& वअस्सेण कादव्वं । 
विदूषकः । किं वा सग्गे सुमरिदव्वं । ण तस्थ खादीअदि ण 
पीअदि । केवलं अणिमिसेहि अच्छीहिं मीणदा अवलंबीअदि । 


१६.७ हला, देव्या दत्तो महाराज: | ततोऽस्य प्रणयवतीव शरीरसंगतास्मि | 
मा खलु मां पुरोभागिनीं समर्थय । 

१६.९ कथम्‌ । इहैव युष्माकमस्तमितः सूर्य; | 

१७:१ वयस्य, निरुत्तरा एषा | सांप्रतं मम विज्ञापितं श्रयताम्‌ | 

१७:४ वसन्तानन्तरे उष्णसमये भगवान्‌ सूर्यो मयोपचरितव्यः | तथेयं मे 
प्रियसखी खगस्य नोत्कण्ठते तथा वयस्येन कर्तव्यम्‌ | 

१७,७ किं वा खर्गे स्मतेव्यमू | न तत्र खाद्यते न पीयते | 
केवळमनि मिघैरक्षिभिर्मीनताबळम्ब्यते | 


AS N 
Between १६-६ and १६-७ :-चित्रलेखा । एदाए पुरोभाइणीए देवदेव इव 
सोहदि भवं kn 


१७ `चौरि हृतं मे त्वया? wt Kn 22; चौयीपहृतं त्व? D Ps. 
“ques उदुसमए for उण्हसमए Ft. 20. 
१७.८ मीणा विडंबीअंति for मीणदा अवलंबीअदि Ft Ps. 

[3 


ee विक्रमोचैशीयम्‌ | 


९ राजा। EI 
— अनिर्देशयसुखः खगः कस्तं विस्मारयिष्यति | 
अनन्यनारीसामान्यो दासस्त्वस्याः पुरूरवाः ॥ १८ ॥ 
चित्रलेखा । अणुग्गहिदम्हि । हला safe, अकादरा भविअ 
विसजेहि मं | 
३८-३ उर्वशी | चित्रलेखां परिष्वज्य | सहि, मा खु म॑ विसुमेरेहि । 
चित्रलेखा | सस्मितम्‌। वअस्सेण संगदा तुमं एव्व एदं मए 
जाचिदव्वा । 
६ राजानं प्रणम्य निष्क्रान्ता । 
विदूषकः | दिट्टिआ मणोरहसंपत्तीए वददुदि भवं । 
राजा | इयं तावद्‌ वृद्धिमेम | पञ्य । 
सामन्तमौलिमणिर्जितशासनाङ्कम्‌ , 
एकातपत्रमबनेने तथा प्रभरुत्वम्‌ | 
अस्याः सखे चरणयोरहमद्य कान्तम्‌ , 
आज्ञाकरत्वमधिगम्य यथा कृतार्थः ॥ १९ ॥ 


१८.१ अनुगृहीतास्मि | हला उवेशि, अकातरा भूत्वा विसर्जय माम्‌ | 
१८.३ सखि, मा ag मां विस्मर | 

१८:४ वयस्येन संगता त्वमेवैतन्मया याचितव्या । 

१८:७ RET मनोरथसंपत्त्या वर्धते भवान्‌ | 


cuu c MRA 
१७:९ वयस्य for भद्रे Bt Fm M P1 R V. 


१८७ “ad ait कथं विस्मारयिष्यते Bb rm M Pu ४. १८१ दासश्चायं पुरू 
Bt Fm M v. 


१८-७ मणोरहसिद्धीए for मणोरहसंपत्तीए Bt rm M ए 2 V. 
१८.८ इमां तावन्मनोरथसिद्धि (मम समृद्धि pe) पद्य । Bb Fm M Pu R V. 


१९७ “रज्ितपादपीठ Bb Fm M Pun V.  3*ed अहमद्य and अधिगम्य 
exchange places in An, 


तृतीयोऽङ्गः | ५९, 


उर्वशी | णत्थि मे विहवो अदो पिअदरं मंतिदु । 
राजा । उर्वशी हस्तेनावळम्व्य | अहो, विरुद्धसंवधैन ईप्सितलाभो 
१९-३ नाम । 
पादास्त एव शशिनः सुखयन्ति गात्रे, 
बाणास्त एव मदनस्य ममानुकूलाः | 
संरम्भरूक्षमिव सुन्दरि यद्यदासीत्‌, | 
त्वत्संगमेन मम तत्तदिवालुनीतम्‌ ॥ २० ॥ 
उर्वशी | अवरद्भम्हि चिरआरिआ महाराअस्स | 
राजा | मा मेवम्‌। 
यदेवोपनतं दुःखात्‌ सुखं तद्रसवत्तरम्‌ | 
निर्वाणाय तरुच्छाया quer हि विशेषतः ॥ २१ ॥ 
बिदूषकः | भो, सेविदा पदोसरमणीआ चंदवादा | समओ क्खु 
दे वासघरप्पवेसस्स | 
२१.३ राजा | तेन हि सख्यास्ते मागेमादेशय | 


| १९.१ नास्ति मे विभवः अतः प्रियतरं मत्रयितुम्‌ | 

| २०.१ अपराद्धास्मि चिरकारिका महाराजस्य | 

२१.१ भोः, सेविताः प्रदोषरमणीयाश्चन््रपादाः | समयः खळ ते 
वासगृहभ्रवेशस्य | 


१९-१ वाआविहवो अदो अवरं for विहवो अदो पिअद्रं BE Fm M PI R V. 

१९.२-३ अहो, अविरुद्धसंवधेनमीप्सितलम्भानास्‌ ( ईहितफलानां ru)! यतः । ॐ 
Fm M Pu R Y. 

२०) मनोऽनुकूलाः for amg Bb 7 FbM PsR V. रे od ९दिवा-( हा-० 29) 

नुकूले D Fm Pi; दिवानुलोम 74 Pa; “दिवोपनीत 52 Ft Pa. 
२०.१ अजउत्तस्स for महाराअस्स Fb P4. 
२१९ निर्वापाय तरु? Fa Pi. 
| २१.२ गेह for वासघर Bb F M Pi ROV. ` 


२१.४ 
२१.७ 


विक्रमोर्वशीयम्‌ | 


विदूषकः | इदो इदो भोदी । 

सर्वे परिक्रामन्ति | 
राजा । सुन्दरि, इयमिदानी मे प्रार्थना । 
उर्वशी । का विअ | 
राजा | 


अनधिगतमनोरथस्य पूर्व, 
शतणुणितेव गता मम त्रियामा | 
यदि तु तव समागमे तथैव, 
प्रसरति सुश्च ततः कृती भवेयम्‌ ॥ २२॥ 
. इति निष्क्रान्ताः सर्वे । 


इति महाकविकालिदासविरचिते विक्रमोर्वशीये तृतीयोऽङ्कः | 


इत इतो भवती | 


का इव । 


२२५ अनुपनतमनो? D FÜPs २२७ शतगुणितेव” Pa; शतगुणितामिव मे गता त्रि? 
K Pi; शतगुणतामिव मे गता त्रि? D Ft 71 


चतुर्थो$इ: | 
पिअसहिविओअविमणा सहिसहिआ ase ques | 
सरकरफंसविअसिअतामरसे सरवरूसंगे ॥ १ ॥ 
सहजन्याचित्रलेखयोः प्रावेशिकी आक्षिप्तिका | ततः ग्रविशति 
सहजन्या चित्रलेखा च । 
१.३ चित्रलेखा । प्रवेशान्तरे द्विपदिकया दिशोश्वलोक्य | 
सहअरिदुक्खालिद्वअं, 
सरवरअम्मि सिणिद्भअं | 
बाहोवग्गिअणअणअं, 
तम्मई हंसीजुअलअं ॥ २॥ 
सहजन्या | सखेदम्‌। सहि चित्तलेहे, मिलाअमाणसअवत्तकसणा 
दे मुहच्छाआ हिअअस्स असुत्थदं सूएदि । ता कहेहि मे 
२३ अणिव्बुदिकारणं जेण दे समदुक्खा होमि । 
चित्रलेखा | सकरुणम्‌। सहि, अच्छरावारपज्ञाएण तत्थभवदो 


प्रियसखीवियोगविमनाः सखीसहिता व्याकुला समुल्लपति | 
सूर्यकरस्पर्शविकसिततामरसे सरोवरोत्सङ्गे ॥ १ ॥ 
सहचरीदुःखालीढं, सरोवरे fem | 
बाष्पापवल्गितनयनं, ताम्यति हंसीयुगलम्‌ ॥ २ ॥ 
२-१ सखि चित्रलेखे, म्लायमानशतपत्रकृष्णा ते मुखच्छाया हृदयस्यासुस्थतां 
सूचयति | तत्कथय मेनिर्वृतिकारणं येन ते समदुःखा भवामि | 
२.४ सखि, अप्सरोवारपर्यायेण तत्रभवतः सूर्यस्योपस्थाने वतमाना 


3b सहि हंसी for सहिसहिआ ps. 
२:२ अस्सत्थदं for seas Po. 
२.३ णिव्वेद for aftreg Fo. 


६२ विक्रमोर्वशीयम्‌ | 


सुजस्स उवद्वाणे Fact पिअसहीए विणा वसंतूसवो आगदो त्ति 
६ बठिअं उक्कंठिदम्हि । 
सहजन्या | सहि, जाणामि वो अण्णोण्णगदं पेम्मं । तदो तदो । 
चित्रलेखा । तदो इमेसु दिअसेसु को णओ वुत्तो बट्टदि त्ति 
९ पणिधाणड्डिदाए मए अच्चाहिदं उवलद्ध । 
सहजन्या | सहि, केरिसं तं । 
चित्रलेखा । सकरुणम्‌। उव्वसी किल तं राएसिं रच्छीसणाहँ 
 अमन्नेसु णिवेसिदकनधुरं गेण्हिअ केलाससिहरुद्देस गंधमादणं 
वर्ण विहरिदुं गदा । 
सहजन्या | साधम्‌ | सहि, सो संभोओ जो तारिसेसु प्पदेसेसु । 
१५ तदोतदो। i 
चित्रलेखा । तदो तहिं मंदाइणीतीरे सिकदापव्वदेहिं कीलमांणा 


प्रियसख्या विना वसन्तोत्सव आगत इति बळीय उत्कण्ठितास्मि । 

२:७ सखि, जानामि वोऽन्योऽन्यगतं प्रेम | ततस्ततः | 

२:८ तत एतेषु दिवसेषु को नवो वृत्तान्तो ada इति प्रणिधानस्थितया 
मयाव्याहितमुपलव्धम्‌ | 

२.१० सखि, कीद्दां तत्‌ | 

२:११ उर्वशी किल तं राजर्षि लक्ष्मीसनाथममालेषु निवेशितकार्यघुरं गृहीत्वा 
कैलासरिखरोदेरां गन्धमादनं वनं fied गता | 

२.१४ सखि, स संभोगो यस्तादशेषु प्रदेशेषु । ततस्ततः | 

२:१६ ततस्तस्मिन्‌ मन्दाकिनीतीरे सिकतापर्वतैः क्रीडन्त्युदयवती नाम 


३-५-६ gent पादमूलोबट्टाणं वट्टदित्ति बलिभं खु उव्वसीए उक्कठिदम्हि K 7. 
सुजस्स विमाणे तुए सह णिवसंती बलिअं उव्वसीए उक्कंठिदम्हि 75. 

२.११ रदिसहाअं for ळच्छीसणाहं 73. 

3:१२ FAR Ps; कजभारं Pu; for Ust. 


चतुथोऽङ्कः | ६२ 


उदअवदी णाम विज्ञाहरदारिआ तेण राएसिणा चिरं णिज्झाइद 
¢ त्ति कदुअ कुविदा मे पिअसही उव्वसी | 
सहजन्या | असहणा खु सा | Weal अ से पणओ । ता 
भविदव्वदा एत्थ बलवदी | तदो तदो | 
१ चित्रलेखा। तदो भत्तुणो अणुणअं अप्पडिवजञमाणा गुरुसावसं- 
मूढहिअआ विसुमरिददेवदाणिअमा अम्मकाजणपरिहरणीअं 
कुमारवणं WAST । पवेसाणंतरं च काणणोवंतवत्तिङदाभावेण 
२४ प्रिणदं से रूवं । 
सहजन्या | सशोकम्‌। सव्वधा णत्थि विहिणो अलंघणीअं णाम 
जेण तारिसस्स अणुराअस्स अण्णारिसो एव्व परिणामो संबुत्तो । 
२ तदोतदो। 
चित्रलेखा | तदो सोवि तस् एव्व काणणे पिअदमं अण्णेसंतो 


विद्याधरदारिका तेन राजर्षिणा चिरं निध्यीतेति कृत्वा कुपिता मे 
प्रियसख्युर्वशी | 

२.१९ असहना खलु सा | दूरारूडश्चास्याः प्रणयः | तद्भवितन्यतात्र 
बलवती | ततस्ततः | 

२:२१ ततो भर्तुरनुनयमप्रतिपद्यमाना गुरुशापसंमूढहृदया विस्म्ृतदेवता- 
नियमा ख्ीजनपरिहरणीयं कुमारवनं प्रविष्टा | प्रवेशानन्तरं च 
काननोपान्तवतिळताभावेन परिणतमस्या रूपम्‌ | 

२-२५ सर्वथा नास्ति विधेरळङ्कनीयं नाम येन ताइरास्यानुरागस्यान्यादृश 
एव परिणामः dq: | ततस्ततः | 

२:२८ ततः सोऽपि तस्मिन्नेव कानने प्रियतमामन्वेषयन्ुन्मत्ती भूतः इत उर्वशी 


“0 


~ 


२०१५ सहजन्या | होदव्वं | दूरारूढो खु पणओ असहणो Pr (Pu as in Text ). 

२.२३ कारणंतरपरिवत्तिणा लदाभावेण K ४५; का्लतरणिवत्तिणा लदा? Pi; for काण- 
णोवंतवत्तिळदाभावेण. 

२-२६ तस्स for तारिसस्स Pr (एप as in Text ); अणत्थो 3; .अंतो Ps; for 
परिणामो- 


६४ विक्रमोवैशीयम्‌ । 


o उममत्तीभूदो इदो उव्वसी तदो उव्वसि त्ति कदुअ अहोरत्ताई 
३० अदिवाहेदि । नभोऽत्रलोक्य | इमिणा उण णिव्वुदाणं वि उक्कंठा- 
कारिणा मेहोदएण अप्पडीआरो भविस्सदि त्ति तक्केमि । 


अनन्तरे जम्भलिका | 


सहअरिदुक्खालिद्व अं, 
सरवरअंमि सिणिद्धअं | 
अविरलबाहजलोछ्अं, 
THE हंसीडुअलअं ॥ ३ ॥ 
सहजन्या। ण तारिसा आकिदिविसेसा चिरं दुक्खभाइणो होति । 
ता अवस्सं कोवि अणुग्गहणिमित्तभूदो समाअमोवाओ भविस्सदि 
३३ त्ति तक्केमि। प्राचीं दिशमवलोक्य | ता एहि उदउम्मुहस्स 
भअवदो सुज्ञस्स SAT AVE | 
अनन्तरे खण्डधारा | 


तत Saat? इति कृत्वा अहोरात्रानतिवाहयति | एतेन gata 
नामप्युत्कण्ठाकारिणा मेघोदयेनाप्रतीकारो भविष्यतीति तर्कयामि । 
सहचरीदुःखालीढं, सरोवरे खिग्घम्‌ | 
अविरळवाष्पजलाद्र, ताम्यति हंसीयुगळकम्‌ || 2 ॥ 


३-१ न तादृशा आक्रतिविशेषाश्विरं दुःखभागिनो भवन्ति | ausu 
कोडप्यनुग्रहनिमित्तभूत: समागमोपायो भविष्यतीति तर्कयामिं । 
तदेहि उदयामिमुखस्य भगवतः सूर्यस्योपस्थानं करवाव | ; 


२.३१ अणव्थाहीणो for अप्पडीआरो Ps. 


2-9 After V. २: सहजन्या । सहि, अत्थि कोवि समागमोवाओ। चित्रलेखा । गोरीचरण- 
राअसंभवं संगममणिं वजिअ कुदो से समागमोवाओ Bb 79 Kn M PiPU ROV. 


चतुर्थोऽङ्कः । ६५ 


चितादुम्मिअमाणसिआ, 
सहअरिद॑सणलालसिआ | 
विअसिअकमलमणोहरण, 
Ree हंसी सरवरए ॥ ४॥ 
इति निष्क्रान्ते । 
प्रवेशकः । 


गहणं गइंदणाहो पिअविरहुम्माअपअलिअविआरो | 
विसइ तरुङुसुमकिसलअभूसिअणिअदेहपब्भारो ॥ ५॥ 
पुरूरवसः प्रावेशिकी आक्षिप्तिका | 
ततः प्रविरात्याकाशबद्वलक्ष्यः सोन्मादो राजा | 
५३ राजा। सक्रोधम्‌। आः दुरात्मन्‌ , रक्षः, तिष्ठ तिष्ठ । क भे प्रियत-. 
मामादाय गच्छसि | विलोक्य | कथस्‌। शैलशिखराद्गगनुत्पत्य 
बाणेमीमभिवपैति। लोड गृहीत्वा हन्तु धावन्‌ | अनन्तरे द्विपदिकया 
& दिशोञ्चलोक्य | 
हिअआहिअपिअदुक्खओ, 
सरवरए धुअपक्खओ | 
बाहोवग्गिअगअणओ, 
तम्मइ हंसजुआणओ ॥ ६ ॥ 


चिन्तादूनमानसा, सहचरीदशनलालसा | 
विकसितकमलमनोहरे, विहरति हंसी सरोवरे ॥ ४ ॥ 
गहनं गजेन्द्रनाथः प्रियाविरहोन्मादप्रकटितविकारः | 
विशति तरुङुसुमकिसळयभूषितनिजदेहप्राग्भारः || ५ ॥ 
हृदयाहितप्रियादुःख:, सरोवरे धुतपक्ष: | 
À बाष्पापवल्गितनयनस्‌ , ताम्यति हंसयुवा ॥ ६ ॥ 


छ Sts MMP त 
'५.२ उन्मत्तवेषो for आका सोन्मादो sb pt. ६९ बाहोवजिअण" Pu. 
९ 


६६ विक्रमोगैशीयम्‌ | 


विभाव्य | सकरुणम्‌ | कथम्‌ | 
नवजलधरः संनद्वोञ्यं, न दृ्तनिशाचरः, 
सुरधनुरिदं द्राकृष्ट, न नाम शरासनम्‌ | 
अयमपि TAMA, न बाणपरंपरा, 
कनकनिकषखिग्धा विद्युत्‌ , प्रिया न ममोर्वशी ॥ ७॥ 
इति मूर्च्छितः पतति | द्विपदिकयोत्याय निःश्वस्य | 
मइ जाणिअ मिअलोअणि, 
णिसिअरु कोइ हरेइ । 
जाव ण णवतलि सामल, 
धाराहरु वरिसेह ॥ ८ ॥ 
सकरुणं विचिन्य । तत्‌ क चु खलु गता स्यात्‌। 
तिष्ठेत कोपबशात्‌ प्रभावपिहिता, दीघं न सा कुप्यति, 
खर्गायोत्पतिता भवेत्‌, मयि पुनर्भावाद्रेमस्था मनः d 
सरोषम्‌ । 
तां हतुं विबुधद्विषोऽपि न च मे शक्ताः पुरोवतिंनीं, 
सा चात्यन्तमगोचरं नयनयोर्यातेति कोऽयं विधिः ॥ ९॥ 
द्विपदिकया RASAR | निःश्वस्य | une d 
अये, परावृत्तभागधेयानां दुःखं दुःखानुबन्धि | कुतः । 


मया ज्ञातं मृगलोचनां, निशाचरः कोऽपि हरति | 
यावन्न नवतडितं श्यामलो, धाराधरो वषति ॥ ८ ॥ 


wb तस्य for नाम An Pu. 

८७ णु for ण Ba M 79 छ V; (Kn and B2 have the correct reading 
adopted in Text); सामलि for सामल B4 Pu. 

<-१ रम्भोरूः is added in Pg R after खलु. 

९० “बिबुधडडहो$पि' Pu. «d अदशनं for अगोचरं Pe ( An and Pu as in Text). 

९.२ अपरावृत्त for परावृत्त Bt Kn M v. 


— 1 
pe 


चतुर्थोऽङ्कः | ६७ 


अयमेकपदे तया वियोगः, 
प्रियया चोपनतः सुदुःसहो मे । 
नववारिधरोदयादहोभिर्‌, 
भवितव्यं च निरातपत्वरम्यैः ॥ १० ॥ 
अनन्तरे चर्चरी । 
जलहर संहर ug को Wi आढत्तओ, 
अविरल्धारासार agent | 
ए मई पुहवि भमंते जइ पिअ पेक्खिमि, 
तव्वे जं जु करीहिसि तं तु सहीहिमि ॥ ११ ॥ 
चर्चरिकया विचिन्त्य | 
वृथा खलु मया मनसः संतापवृद्धिरूपेक्ष्येत यदा सुनयोऽप्येवं 
व्याहरन्ति राजा कालस्य कारणमिति | तत्‌ किमहं जलधरसमयं 
न प्रत्यादिशामि । विहस्योत्याय | यदा मुनयोऽप्येवं व्याहरन्तीति 
पठित्वा | भवतु । प्रत्यादिशामि । 
अनन्तरे चर्चरी । 
गंधुम्माइअमहुअरगीएहिं, 
वञ्जंतेहिं परहुअत्रेहिं | 
जलधर EX; एष कस्त्वयारब्धः, 
अविरळधारासारः क्रान्तदिशासुखः | 
अयि मया प्रथिवी भ्रमता यदि frat d, 
aag यद्यत्करिष्यसि तत्तत्सहिष्ये ॥ ११ ॥ 
गन्धोन्मादितमधुकरगीतैर्‌ , 
वाद्यमानैः aaa: | 
१०१ “निरातपधिरम्यैः rt K 91; “निरातपत्ररम्थैः An Bb D MPs ;निरातपार्धरम्यैः An, 
११७ “at मयि आट० wn "कोव आढत्तओ Pa ; को पइं आणत्तओ Fa V. 
११० भमंतो for भमंते 71. 


१२७ ०महुअरवरगीएहिँ Bi. १२७ “REARS 51 Kn ; "परहुअदूरेहिं Bi F1 M V; 
“परहुअतूरएहिँ Bt Pu. 


११-३ 


६८ विक्रमोर्वशीयम्‌ | 


पसरिअपवणुव्वेछिअपछवणिअरु[ अरु |, 
सुललिअविविहपआरे WHE RAAE ll १२ ॥ 
तेन नर्तित्वा । अथवा न ग्रत्यादिशामि, यदा प्रावृषेण्येरेव fia 
संप्रति मम राजोपचारः क्रियते | विहस्य । पुनगैधुम्माइअ इति 
१२:३ नर्तित्वा। कथमिति । 
विद्युछेखाकनकरुचिरं श्रीवितानं ममाश्रं, 
व्याधूयन्ते निचुलतरुमिर्मञ्जरीचामराणि । 
घर्मच्छेदात्‌ पडुतरगिरो बन्दिनो नीलकण्ठा, 
घारासारोपनयनपरा नेगमाः सानुमन्तः ॥ १३ ॥ 
भवतु | किं परिच्छदछाघया | यावदस्मिन्कानने तां प्रियाम- 
न्वेषयामि । 
१३:३ पुनश्चर्चरी | पाठस्यान्ते भिन्नकः | 
दइआरहिओ अहिअं दुहिओ, 
विरहाणुगओ परिमंथरओ | 
गिरिकाणणए. कुंसुमुज्ञलए, 
गअजूहवई तह झीणगई ॥ १४ ॥ 
अनन्तरे द्विपदिकया परिक्रम्यावलोक्य च सहधम्‌ | 
हन्त हन्त । व्यवसितस्य मे संवर्धनं संवृत्तम्‌ कुतः | 
आरक्तराजिभिरियं ङुसुमैनेवकन्दली सलिलगर्म! | 
कोपादन्तबोष्पे सरयति मां लोचने तस्याः ॥ १५॥ 
प्रसृतपवनोद्देछ्लितपल्लवनिकर[ करः ], 
सुळलितविविधप्रकारेण नृत्यति कल्पतरुः || १२ ॥ 
दयितारहितोऽधिकं दुःखितो, विरहानुगतः परिमन्थरः | 
गिरिकानने कुसुमोज्वळे, गजयूथपतिस्तथा क्षीणगतिः ॥ १४॥ 
gad पहारेण Pu; पआरेहिँ M.R v; for पआरे 
१२.१ fes: for faa: Ps 


१३७ *रूचिरश्रीविंतान? Bs M Pi. 33d धाराहारो? Fm Ps; “नेंगमाश्वाम्बुवाहाः ५ ॐ 
१४.२ संदीपनमिव for संवधनं Ps R 


चतुर्थो9डुः । ६७ 


इतो गतेति कथं मया तत्रभवती सूचयितव्या | 
पढ्भ्यां स्पृशेदसुमतीं यदि सा सुगात्री, 
मेघाभिवृष्टसिकतासु वनस्थलीषु । 
पश्चान्नता शुरुनितम्बतया ततोऽस्या, 
इश्येत चारुपदपङ्किरलक्तकाङ्का ॥ १६ Ul 
द्विपदिकया परिक्रम्यावलोक्य च | सहषेम्‌ | 
हन्त हन्त । उपळब्धमुपरक्षणं येनं तस्याः कोपनाया 
१६:३ मार्गोऽतुमीयते । 
हतौष्ठरागेनेयनोदबिन्दुमिर्‌, 
निमग्ननाभेनिपत ङ्किर ङ्ितम्‌ | 
. च्युतं रुपा भिन्नगतेरसंशयं, 
शुकोदरश्यामभिदं स्तनांशुकम्‌ || १७ ॥ 
भवतु | आदास्ये तावत्‌ । परित्रम्य विभाव्य च साल्नम्‌। कथम्‌ । 
सेन्द्रगोप नवशाद्वळमिदम्‌ | तत्कुतोऽस्मिन्विपिने प्रियाप्रवृत्तिमा- 
१७३ गमयेयम्‌। TT । अये, अयमासारोच्छरसितशेलतटस्थलीपाषाण- 
मघिरूढः । 
आलोकयति पयोदान्‌ प्रबलपुरोवातनतितशिखण्डः | 
केक्रागर्भेण शिखी दूरोन्नमितेन कण्ठेन ॥ १८॥ 
उपेत्य | यावदेनं एच्छामि । 
अनन्तरे खण्डकः । 
संपत्तविद्नरणओ, 
तुरिअं परवारणओ । 


TRA, त्वरितं परवारणः | 


qva-d ४10,( 98 in text); १७७ कृतोष्ठरागैनः 51, Kn. 


Go विक्रमोवेशीयम्‌ l 


पिअअमदंसणलालसओ, 
गअवरु विम्हिअमाणसओ ॥ १९ ॥ 
तेन खण्डकान्तरे चचरी | 
बंहिण पइं इअ अब्भत्येमि आअक्खहि मं ता, 
एत्थ वण भमंते जइ ST सा महु कंता | 
णिसमाहि मिअंकसरिसे वअणे हंसगइ, 
ए चिण्हे जाणीहिसि आअक्खिउ तुज्झ wi ॥ २० ॥ 
चर्चरिकयोपविश्याज्ञालिं ART | 
नीलकण्ठ ममोत्कण्ठा वनेऽस्मिन्‌ वनिता त्वया । 
दीर्घापाज्ञा सितापाङ्ग दृष्टा दरिक्षमा भवेत्‌ ॥ २१ ॥ 
चचेरिकयावलोक्य | 
कथम्‌ । अदत्वैव प्रतिवचनं नर्तितुमारब्धः । 
२१.३ पुनश्चचरी। 
किं बु खलु हषैकारणमस्य | आम्‌, ज्ञातम्‌। 
मृदुपवनविभिन्नो मत्प्रियाया विनाशाद्‌, 
घनरुचिरकलापो निःसपल्लोऽस्य जातः | 
प्रियतमादशनलालसो, गजवरो विस्मितमानसः ॥ १९ ॥ 
बर्हिन्‌, त्वामिल्यम्यथयाम्याचक्ष्व मे तद्‌ , 
अत्र वने BAA यदि दृष्टा सा मम कान्ता | 
निशामय मृगाङ्कसदृरेन वदनेन हंसगतिर्‌, 
अनेन चिहेन ज्ञास्यसि, आख्यातं ते मया ॥ २० ॥ 


१९.१ तेनाखण्डकान्तरे ४; तेन खण्डकान्ते 1; तेन खण्डकेन Pu; for तेन खण्डकान्तरे. 

Rob अरण्णे Bi Pu R; रण्ण Bt; for वण. ^sz पइं RA Bb Pi m. २०० णिसम्महि? 

BER; सरिसवअणा 71; °सरिसेण वअणेण० xn 1. २०१ जाणिहिसि for 
जाणीहिसि Bt P2. 

२२७ विधूतो for बिभिन्नो Ps; मत्म्रियाविप्रणाशात्‌ D rt K Kn Pa; “यत. 
प्रियायाः प्रणाशात्‌ ॥ ४. २२७ अद्य for अस्य D Ft Pa V. 


चतुथोऽङ्कः । ७१ 


रतिविगलितबन्धे केशहस्ते सुकेश्याः, 
सति कुसुमसनाथे किं करोत्येष बही ॥ २२ ॥ 
भवतु | परव्यसननि्ृतं न खल्वेनं एच्छामि। द्विपदिकया दिशो- 
FAT | अये, इयमातपान्तसंधुक्षितमदा जम्बूविटपमध्यास्ते 
२२:३ प्रभृता | विहगेषु पण्डितैषा जातिः । यावदेनां पृच्छामि । 
अनन्तर खुरकः | 
विजज्झरकाणणअल्लीणओ, 
दुक्खविणिग्गअबाहुप्पीडओ | 
दूरोसारिअहिअआणंदओ, 
अंबरमाणे भमइ गईदओ ॥ २३ ॥ 
खुरकान्ते चचरी | 
हेले हेले । 
परहुअ महुरपलाविणि कंती, 
णंदणवण ase भमंती | 
जइ पईं पिअअम सा महु RA, 
ता आअक्खहि महु परपुट्टी ॥ २४॥ 
एतदेव नतित्वा वछन्तिकयोपसत्य जालुभ्यां स्थित्वा | 
भवति । 


दूरोत्सारितहृदयानन्दः, अम्बरमानेन भ्रमति गजेन्द्रः ॥ २३ ॥ 
परमृते मधुरप्रलापिनि कान्ता, नन्दनवने खच्छन्दं भ्रमन्ती | 
यदि त्वया प्रियतमा सा मम दष्टा, तदाचक्ष्व मे परपुष्टे ॥ २४ ॥ 
२२० केशपाशे for केशहस्ते An Bb kn M Ps V. २२० क॑ हरेदेष for 
किं करोत्येष An Bt एप Kn Pu v. 
२२-३ अभ्यर्थये for पृच्छामि D Pr. 
ava महुरालाविणि? Pu, 


७२ विक्रमोवैशीयम्‌ | 


त्वां कामिनो मदनदूतिमुदाहरन्ति, 
मानावभङ्गनिपुण त्वममोघमस्रम्‌। 
तामानय प्रियतमां मम वा समीपं, 
मां वा नयाशु कलभाषिणि यत्र कान्ता ॥ २५ UI 
वामकेन किंचिद्वलिला | आकारे | किमाह भवती | कथं 
त्वामेवमबुरक्त विहाय गतेति | शणोतु भवती । 
कुपिता, न तु कोपकारणं, 
सकृदप्यात्मगतं स्मराम्यहम्‌ | 
TIA रमणेषु योषितां, 
न हि भावस्खलितान्यपेक्षते ॥ २६ ॥ 
ससंभ्रममुपविश्य | अनन्तरं जानुभ्यां स्थित्वा कुपितेति पठित्वा विलोक्य | 
कथम्‌ । कथाविच्छेदकारिणी खकार्य एव व्यासक्ता | अथवा 
२६३ सुष्ठु खल्विदमुच्यते | 
महदपि परदुःखं शीतल सम्यगाहुः, 
प्रणयमगणयित्वा यन्ममापद्गतस्य | 
अधरमिव मदान्धा पातुमेषा प्रवृत्ता, 
फलमभिनबपाकं राजजम्बूडुमस्य ॥ २७ di 
तदेवं गतेऽपि प्रियेव मे मञ्जस्वनेति न मे कोपोञ्साम्‌ । 
सुखमास्तां भवती । साधयामस्तावत्‌ । 
२७-३ उत्याय द्विपदिकया परिक्रम्यावलोक्य च | 
अथे, दक्षिणेन वनधारां प्रियाचरणनिक्षेपशंसी नूपुरशब्दः | 
यावदेनमनुगच्छामि | 
२५ मानापमाननि Bi 79 Kn M Pu v; सानावभङ्गरुचिरं त्व Po, aud नयख 
for ag 0; मदुभाषिणि for कलभाषिणि Bt M Pu Y. 
२६७ कुपिता नु न कोप उ Ft 2. 
aud 'ससिमुखपाकं Ps ( ए as in Text ). 


agaisg: | ७३ 
२७:६ परिक्रम्य । 
पिअअमविरहकिलामिअवअणओ, 
अविरलबाहजलाउलणअणओ | 
दूसहटुक्खविसंडुलगमणभओ, 
पसरिअशुरुतावदीविअंगओ ॥ 
अहिअं दुम्मिअमाणसओ | 
काणणे भमइ META ॥ २८ ॥ 
ककुभेन षडुपभङ्गाः | अनन्तरे द्विपदिकया दिशोऽवलोक्य | 
पिअकरिणीविच्छोइअओ, 
गुरुसोआणलदीविअओ | 
बाहजलाउललोअणओ, 
BRAS भमइ समाउलओ ॥ २९ ॥ 
सकरुणम्‌ | हा धिक्‌ । कष्टम्‌ । 
मेघश्यामा दिशो दृष्टा मानसोत्सुकचेतसा | 
कूजितं राजहंसेन नेदं नुपुरशिञ्जितम्‌॥ ३० UI 
ग्रियतमाविरहक्रान्तवद्नः, 
अविरलवबाष्पजलाकुलनयनः | 
दुःसहदुःखविसंष्टुलगमनः, 
प्रस्तणुरुतापदीपिताङ्गः ॥ 
अधिकं दूनमानसः, 
कानने भ्रमति गजेन्द्रः || २८ ॥ 
प्रियकरिणीवियुक्तो, युरुशोकानळदीपितः | 
बाष्पजळाकुललोचनः, करिवरो भ्रमति समाकुलः ॥ २९ ॥ 


२८९ afte गओ is added at the end in Bf rs Kn M Pu R v, 
२८ परिभमइ for भमइ Bt Kn M F2 PUR V. 
३०० चेतसाँ- राजहंसानां Pr (U asin Text). 
SI o 


७४ विक्रमोवैशीयम्‌। 


भवतु | यावदेते मानसोत्सुकाः पतत्रिणः सरसोऽस्मा- 
न्नोत्पतन्ति तावदेतेभ्यः प्रियाप्रवृत्तिमागमयेयम्‌ । 
३०.३ वलन्तिकयोपसृत्य जानुभ्यां स्थित्वा | 
हंहो जलविहंगमराज | 
पश्चात्‌ सरः प्रतिगमिष्यसि मानसं त्वं, 
पाथेयमुत्सृज बिसं ग्रहणाय भूयः । 
मां तावदुद्धर शुचो दयिताप्रवृत्त्या, 
खार्थात्‌ सतां शुरुतरा प्रणयि क्रियेवर ॥ ३१ ॥ 
fima | अये, यथोन्सुखमालोकयति तथा व्यक्त प्रवासो- 
त्सुकमनसा मया न ale | 
in उपविइय | चर्चरी | 
रेरे हंसा किं गोइजइ, (३४०७) 
इति नतित्वोत्थाय | 
यदि हंस गता न ते ATT, 
सरसो रोधसि दशनं प्रिया मे । 
मदखेलपदं कथं चु तस्याः, 
सकलं चोर गतं त्वया TAA ॥ ३२॥ 
पुनश्चर्चरी | 
गइअणुसारे मइ SHARE | (३४०) 
चचरिकयोपसृत्याञ्जि बद्धा | 
हँस प्रयच्छ मे कान्तां गतिरस्यास्त्वया हृता । 
विभावितेकदेशेन देयं यदभियुज्यते ॥ ३३ ॥ 
Ria तत्‌ for d ps, २३११ प्रियतरा D; बहुमता Pi; for Je; 
“प्रणयिक्रियेति Bt एप. 
३२७ zany for दनं 5४ Pu R. 


३३७ यस्माद्स्या हृता गतिः Pi तस्याः for अस्याः An D Pa, ३३० संभावितैक? Ame 
३३१ स्तेयं for देयं An ७. 


ATASE । ७५ 
पुनश्चचेरी | 
कड पइं सिक्खिउ ए गइ लालस, 
सा पइं दिट्ठी जहणभरालस ॥ ३४॥ 
पुनश्चचेरी | हंस ग्रयच्छेत्यादि पठित्वा | द्विपदिकया निरूप्य | विहस्य | 
एष स्तेनानुशासी राजेति भयादुत्पतितः । यावदन्यमवकाशम- 
३४३ वगाहिष्ये। 
द्विपदिकया परिक्रम्यावलोक्य च | 
अये, प्रियासहायश्चक्रवाकस्तिष्ठति | यावदेनं पृच्छामि | 
a अनन्तरे कुटिलिका | 
मम्मररणिअमणोहरए, 
मछघटी | 
कुसुमिअतरुवरपछ्लयए्‌ | 
चचरी | 
दइआविरहुम्माइअओ, 
काणणे भमइ गइंदओ॥ ३५ ॥ 


रे रे हंस किं गोप्यते, 
गद्यबुसारेण मया लक्ष्यते | 
कदा त्वया शिक्षितेयं गतिलीलसा, 
सा त्वया दृष्टा जघनभरालसा ॥ ३४ ॥ 
मर्भररणितमनोहरे, कुसुमिततरुवरपछवे | 
दयिताविरहोन्मादितः, कानने भ्रमति गजेन्द्रः ॥ ३५ ॥ 


३४-८ HATA Fb Kn M V. 


७६ विक्रमोचैशीयम्‌ | 


द्विल्यान्ते चर्चरी | 
गोरोअणवण्णा, 
चक्का भण इ म्‌ | 
महु सर कीलंती, 
धणिअ ण RÈ पइं ॥ ३६ ॥ 
चर्चरिकयोपसृत्य जानुभ्यां स्थित्वा | 
रथाङ्गनामन्‌ संयक्तो रथाड्रश्रोणिविम्बया | 
अयं त्वां पच्छति रथी मनोरथशतैबैत; ॥ ३७ N 
अयं कः क इत्याह | न खलु विदितोऽहमस्य | 
सूर्याचन्द्रमसौ यस्य मातामहपितामहौ | 
खयं बृतः पतिद्वाभ्यासुर्वश्या च भुवा च यः॥ ३८॥ 
कथम्‌ । तूष्णीं स्थितः । भवतु। उपालम्स्ये तावदेनम्‌ जातुभ्यां 
खित्वा | तदयुक्तं तावदात्माबुमानेन वर्तितुम्‌ | कुतः | 
सरसि नलिनीपत्रेणापि त्वमाइतविग्रहां, 
नलु सहचरीं दूरे मत्वा विरोषि समुत्सुकः । 
इति च भवतो जायाखेहात्‌ प्रथक्स्थितिभीरुता, 
मयि च विधुरे भावः कोऽयं प्रवृत्तिपरा्युख! ॥ ३९ ॥ 


गोरोचनवर्ण !, चक्र! भण खलु मे | 
मम सरसि ऋडन्ती, भार्या न दष्टा त्वया ॥ ३६ ॥ 


३६७ गोरोअणकुंदुमवण्णा 98 Fb Kn M R V. ३६) भणहि for भण इ B and 
Pandit ( against all their mss.). ३६९ All Mss. and editions 
read ag वासर but we should read ag सर for metre and sense. 

३६१ दिट्ठा पिआ for दिट्टि पइं pu. 

३७७ विद्युतो for संत्यक्तो P: (U as in Text) R. 

३८० स्वयं कृतः £07 स्व्यं त्रृतः An. 

३८१-२ जानुभ्यां to कुतः is omitted in Py. ` j 

३९१ g for च 7५ K M Pi कान्ताप्र for कोऽयं प्रः Ft Ps (U as in text): 


BIR 


चतुथोऽङ्कः | ७७ 


उपविश्य | 
सवैथा मदीयानां भाग्यविपर्ययाणामयं ST: | यावदन्यमव- 
काशमवगाहिष्ये | पदान्तरे स्थित्वा । भवतु । न तावद्गच्छामि । 
द्विपदिकया परिक्रम्यावलोक्य च । 
अये । 


इदं रुणद्धि मां पञ्ममन्तःक्कणितषट्पदम्‌ । 

मया दष्टाधरं तस्याः ससीत्कारमिवाननम्‌ ॥ ४० l 

ES मा सूदित्यस्मिन्नपि कमलसेविनि भ्रमरे प्रणयं 
करिष्ये । 


अस्यान्तरे अर्धद्विचतुरस्रकः | 
एकक्कमवड्डिअ-, 
गुरुअरपेम्मरसे | 
सरे हंसजुआणओ, 
कीलइ कामवसे ॥ ४१ ॥ 
चतुरस्रकेण उपविश्याञ्जछि बद्धा | 
मधुकर मदिराक्ष्याः शंस तस्याः प्रवृत्ति, 
वरतनुरथवासौ नैव दृष्टा प्रिया मे | 
यदि सुरभिमपास्यस्तन्युखोच्छ्रासगन्धं, 
तव रतिरभविष्यत्‌ पुण्डरीके किमस्मिन्‌ ॥ ४२॥ 
द्विपदिकया परिक्रम्यावलोक्य च । 
एष नीपस्कन्धनिषण्णहस्तः करिणीसहायो नागराजस्तिष्ठति । 
परस्परं वर्धित-, गुरुतरप्रेमरसेन | " 
सरसि हंसयुवा, ्ीडति कामवशेन ॥ ४१ ॥ 


३९-१ भागधेयानां विपर्ययेण प्रभावप्रकाशः for भाग्य to प्रभावः Ps, 

३९.२ पदान्तरे to गच्छामि is dropped in B group of Mss. 

xob कूजित for afa Po ( ए as in text ). 

४१० सरे dropped in Bı २०. ४१ कामरसे for कामवसे Bb Fi Pa B. : 
४१०१ उपेत्य for उपविश्य ?1 m. 

४२ त्वया for प्रिया Bt Fa KN M RV. ४२० अवाप्स्यः for अपास्यः Bb Fg En R. 


७८ | विक्रमोचैशीयम्‌ | 


४२३  अस्मात्‌ प्रियोदन्तमुपलप्स्ये । यावदुपसपीमि । 
F कुटिलिका | 
करिणीविरह( हे ), 
संताविअओ । 
मछघटी | 
काणणे गंड्‌-, 
डुअमहुअरओ ॥ ४३ ॥ 
अतोऽन्तरे अवलोक्य | 
अथवा न तावदयसुपसर्पणकालः । 
अयमचिरोद्वतपछ्यमुपनीत प्रियतमाग्रहस्तेन | 
अभिलषतु तावदासत्रसुरभिरसं सछकी भङ्गम्‌ ॥ ४४ N 
स्थानकेनावलोक्य | 
अये, कृताहारकः संवृत्तः | भवतु | समीपमस्य गत्वा पृच्छामि । 
४४.३ अनन्तरे चचेरी । 
हउं पइं gram अक्खहि गअवरु, 
ललिअपहारे णासिअतरुवरु | 


करिणीविरहेण, संतापितः | 
कानने गण्डो-, द्ूतमघुकरः || ४३ ॥ 
अहं त्वां पृच्छाम्याल्याहि गजवर, 
ललितप्रहारेण नाशिततरुवर | 


PU 


Joh) a e ty A 

४३९१ गेघुद्ुअ( ga P 2 )महुअस्‌( 'अरओ v ) Bt 79 M Pu (Pk as in 
text) R v. 

४३२ भवतु न त्वरा कायी for अथवा न” Ps. 

४४0 “प्रियकरेणुहस्तन Ps ( U as in text ). ४४० aNg n; अमिलिहतु? Pu. 
vwd seqq for अङ्गम्‌ Pu. 

४४.२ कृताहिकः 107 कृताहारकः Pr. 

४५७ आअक्खहि for अक्खहि 5 ro kn M PUR v, wyb विविहपआरे 
णासिअ Be Kn, 


चतुथोऽङ्कः। ७२, 


दूरविणिज्ञिअससहरकंती, 
RA पिअ पइं due जती ॥ ४५ ॥ 
पदद्वयं पुरत उपसृत्य | 
मदकल युवतिशशिकला गजयूथप यूथिकाशबलकेशी। 
खिरयौवना feat ते दूरालोके सुखालोका ॥ ४६ ॥ 
सहर्षमाकर्ण्य । अहह । अनेन प्रियोपलब्धिशंसिना मन्द्रकण्ठगजि- 
तेन समाश्वासितोऽस्मि । साधर्म्यांच भूयसी मे त्वयि प्रीतिः । 
मामाहुः एथिवीभृतामधिपतिं नागाधिराजो भवान्‌ , 
अव्युच्छिन्नएथुप्रवृत्ति भवतो दानं ममाप्यर्थिषु । 
dag ममोर्वशी प्रियतमा यूथे तवेयं बशा, 
सर्वे मामचु ते प्रियाविरहजां त्वं तु व्यथां मानुभूः।। vv t 
सुखमास्तां भवान्‌। 
्रिपदिकया परित्रम्यावलोक्य च | 
vex अये, अयमसौ सुरभिकन्द्रो नाम विशेषरमणीयः सानुमान्‌ 


प्रियश्चाप्सरसाम्‌। अपि नाम सुतनुरस्योपकायामुपलभ्येत | 
परिक्रम्यावलोक्य च | 


& कथमन्धकारः | भवतु । विद्युत्प्रकाशेनावलोकयामि | कथम्‌ । 
मदीयेईरितपरिणामेर्मेधोदयो5पि शतहृदाशून्यः संवृत्तः । तथापि 
शिलोचयमेनमपृष्टा न निवर्तिष्ये | 

९ अनन्तरे खण्डिका । 

दूरविनिजितशशधरकान्तिः, 


दृष्टा प्रिया त्वया संमुखं यान्ती ॥ ४५ ॥ 


४६६ मद्कलकलभकरोरूः D Ft K P2. 
४७७ दाने समानं मम (च मे Pu ) Bt Fa Kn M Pı एप V, vwd सवौ सामनु 
ते क्रिया विर 71. 


८० विक्रमोवेशीयम्‌। 


पसरिअखरखुरदारिअमेइणि, वणगहणे अविचछ्लु | 
परिसप्पेई पेच्छह लीणो, णिअकल्लुुअ Ag ॥ ४८॥ 
अपि वनान्तरमल्पशुजान्तरा, 
श्रयति wa पर्वसु संनता | 
इदमनङ्गपरिग्रहमङ्गना, 
प्रथुनितम्ब नितम्बवती तव ॥ ४९॥ 
कथम्‌ । तृष्णीमास्ते । शङ्गे, विप्रकर्षान्न शृणोति | भवतु । 
समीपमस्य गत्वा पृच्छामि । 
३९.३ अनन्तरे चर्चरी | 
फलिहसिलाअलणिम्मलणिञ्झरु, 
बहुविहङुसुमे विरइअसेहरु | 
किंणरमहुरुग्गीअमणोहरु, 
देक्खावहि महु पिअअम महिहरु ॥ ५० ॥ 
च्चरिकयोपसृत्माञ्जलि बद्धा । 
प्रसृतखरखुरदारितमेदिनिवेनगहनेऽविचलः | 
परिसर्पति ग्रेक्षध्वं ळीनो निजकार्यो्तः कोलः ॥ ४८ di 
स्फटिकशिलातलनिर्मेलनिईर, 
बहुविधकुसुमैविरचितशेखर | 
किन्नरमधुरोद्वीतमनोहर, 
दर्शय मम प्रियतमां महीधर || ५० ॥ 


xen 'मेइणिओ वण” TaM v; "अविचाल ?1 'अविचुल्ल Pu. ४८0 qanz rb M P1 
R V; परिसक्कइ Pu (M and Ds as in text ); for परिसप्पेई, 
पेक्ख्ध Pu; “ale Pu R; “कालु रा. 

४९७ 'मल्पकुचान्तरा P& ४९८ £3 for इद Bt rb Kn MR v, 

४९-१ विप्रक्ृष्टो for IFTA, Pe. 

५०३ णिब्भरु for णिज्झरु Bi ३. web “कुपुमविर Bb Fs R (X V and En. 
as in text). 


चतुर्थोऽङ्कः | ८१ 
- सर्वक्षितिभृतां नाथ दष्टा सर्वाङ्गसुन्दरी | 
रामा रम्ये वनान्तेऽस्मिन्‌ मया विरहिता त्वया ॥ ५१ ॥ 
aaa ग्रतिशब्दं शुणोति | आकर्ण्य सहर्षम्‌ | 
कथम्‌ । यथाक्रमं व्ष्टेयाह | भवतु | अवलोकयामि | 
EE RASAR | सखेदम्‌ | 
कथम्‌ । ममैवायं कन्द्रान्तरविसर्पी प्रतिशब्दः । 
इति मूर्च्छितः पतति | उत्यायोपविश्य सविषादम्‌ | 
E अहह । श्रान्तोऽस्मि। यावदस्या गिरिनद्यास्तीरे तरङ्गवातमा- 
सेविष्ये । 
ह्विपदिकया परित्रम्यात्रलोक्य च | 
९ इमां नवाम्बुकलुषां खोतोवहां पश्यता मया रतिरुपलभ्यते | 
कुतः । 
तरङ्गभ्रूभङ्गा क्षुभितविहगश्रेणिरसना, 
विकर्षन्ती फेनं वसनमिव संरम्भशिथिलम्‌ | 
यथाविद्धं याति स्खलितमभिसंधाय बहुशो, 
नदीभावेनेर्य ध्रुवमसहना सा परिणता ॥ ५२॥ 
भवतु । प्रसादयामि तावदेनाम्‌ | 
अनन्तरे कुटिलिका | 


५१९. वनेद्देशे for व॒नान्तेऽस्मिन्‌ An D Ps. 

५१.४ कन्दरान्तरचारी 7५; कन्द्रमुखविसर्पी Ps; for कन्द्रान्तरविसपी. 

49-8 रमते मे मनः for मया रतिरूप? Pr ( ए asin Text). 

५२० ANAS D Fm pa; पदाविद्धं D Ps R; यथा जिह्यं Pa M v; for यथाविद्धं. 


यान्ती for याति K Ps. अबुसंघार्य X. ५२१ नदीरूपेणेयं for नदीभावेनेयं 
An; प्रुवमसहसाना परि” rt 72; 


५२-१ याचिष्ये for प्रसादयामि D Pe. 
११ 


८२ विक्रमोवेशीयम्‌ | 


पसीअ पिअअम dake uu, 
खुहिआकरुणविहंगमए णए | 
सुरसरितीरसमूसुअएणए, 
अलिउलरअझंकारिअ एणए ।। ५३ ॥ 
तेन कुटिलिकान्तरे चचरी । 
पुच्चदिसापवणाहअकछोलुग्गअबाहओ, 
मेहअअंगे णच्चर सललिअ जलणिहिणाहओ | 
हंसविहंगमङुंकुमसंखकआभरणु, 
करिमअराउलकसणलकमलकआवरणु dU 
बेलासलिलुन्वेछिअहत्थदिण्णताछु | 
ओत्थरइ दसदिस SIE णवमेहआलु ॥ ५४॥ 


प्रसीद प्रियतमे सुन्दरिके नदि, 

क्षुमिताकरुणविहंगमके नव्या | 
सुरसरित्तीरसमुत्सुकैणके, 

अलिकुलरवञ्चङ्कारिते एतया ॥ ५३ ॥ 
पूर्दिशापवनाहतकल्लोलोद्वतबाहुक:, 

मेघाङ्गन नृत्यति सललिते जलनिधिनाथः | 
हँसविहङ्गमकुङ्कमशङ्कक्रताभरणः, 

करिमकराकुळकृष्णकमलकृतावरणः ॥ 
वेलासलिलोद्वे्लितहस्तदत्ततालः, 

अवस्तृणाति दश-दिशो wur नवमेधकालः || ५४ ॥ 


५३३ पसिअ" 7५7० 29 Pischel. ५३७ खुहिअकहण” Bt re Kn 9 pi Pischel. 
५३१ अलिउलवरझ Bi; रअ dropped in Bb Kn M Pa R V. 

५३-१ कुटिलिकान्ते for कुटिलिकान्तरे Pu, 

५४) XE rı M ४; मेह अंगे एप; for मेहअअंगे. ५४० हँसरहँगसंखकुकुमकआ BE 
Fa Kn M Pi R V. ५४१ 'क्सणकमलः Bt Fa Kn M Pi RV (Pk 88 


चतुर्थोऽङ्कः। e 
५४.९ चर्चेरिकयोपसृत्य जानुभ्यां feram | 


त्वयि निबद्धरतेः प्रियवादिनः, 
प्रणयभङ्गपराञ्ुखचेतसः | 

कमपराधलवं मम पश्यसि, 
त्यजसि मानिनि दासजनं यतः ॥ ५५ ॥ 


कथम्‌ । तूष्णीमास्ते | अथवा परमार्थसरिदियं नोवैशी । अन्यथा 

कथ पुरूरवसमपहाय समुद्राभिसारिणी भवेत्‌ । अनिर्वेदप्राप्याणि 

५५.३ श्रेयांसि भवन्ति । भवतु । तमेवोद्देशं गच्छामि यत्र मे नयनयोः 
सा सुनयना तिरोहिता । 


परिक्रम्यावलोक्य च | 
६ इमं तावत्‌ प्रियाप्रवृत्तये सारङ्गमासीनमभ्यथैये । 


अभिनवङुसुमस्तबकिततरुवरस्य परिसरे मदकलकोकिल- 
` ` . - कूजितरवञङ्कारमनोहरे । 
नन्दनविपिने निजकरिणीविरहानलसंतप्तो विचरति गजा- 
धिपतिरेरावतनामा ॥ ५६ ॥ 
गलितकः | जानुभ्यां स्थित्वा | 


in Text); ५४ दसदिस nt; रुंघेविण्ण णव” ni; “रुघेविणु णव? P 7; Ug 
विणु णव Kn (M V as in Text.) 

५४:१ इत्युपसत्य अज्ञलिं कृत्वा rb ?2; अञ्जलिं बद्धा Fm 

५५७-त An (as in Text); ५५६ तव for त्वयि Kn. ५५३० "रतो" “वादिनि” 
चेतसि? 'मयि Be F2 Kn M V (loe. for gen.) 

५५.२ निर्वेद for अनिर्वेद Fi P2. 

५११५ ए.0 with the introductory sentence is put here after the 
stage direction in rt Py (U has it as in Text) 

५६७ कुसुमिततरुवरपरि' Pu; “"कोकिलकूजितमधुपझकार* Fi ROV; “कूजितवरझंकार 


फ Fi. ५६ नले संतप्तो Bi; “नहेन संतप्तो? Be M Pu RO V; (Bp as: 
in Text) 


«2 विक्रमोवेशीयम्‌ l 


कृष्णसारच्छविर्योञ्यै ZIT काननश्रिया | 
वनशोभावलोकाय कटाक्ष इव-पातितः ॥ ५७ ॥ 
Rehab - - 
अयमन्तिकमायान्तीं शिशुना स्तंनपायिना | 
अनन्यदृष्टिस्तामेंत मृगीं wat निरीक्षते ॥ ५८ ॥ 
(1 ` ` ` . ` इति after चर्चरी । ˆ 
सुरसुंदारि जहणभरालस पीणुत्तुंगघणत्थणी थिरजोव्वण 
तणुअसरीरि TATE | 
गअणुज्ञलकाणणे मिअलोअणि ada faz पइं तह विरह- 
समुदंतरे उत्तारहि मई ॥ ५९॥ 
उपसृत्याज्ञिं बद्धा | 
. &g हरिणपते । 
-अपि दृष्टवानसि मम प्रियां वने, 
कथयामि ते तदुपलक्षणं ZW | 


सुरसुन्दरी. जधनभरालसा पीनोत्तङ्गधनस्तनी 
स्थिरयौवना' तनुकशरीरा हंसगतिः 

गगनोज्चलकानने मृगलोचना रमता - दृष्टा .त्वया 

तथा विरहसमुद्रान्तरे SARA माम्‌ IAS 


५७३, योऽसौ for योऽयं Pr (Uas in Text). . ५७० नवदाष्पाव” Bb, Pu, By, 

नवसस्याव” M V; मेघकालावः F 29 z^ 

५८ This stanza is dropped by m. D rt ए(,ए as in Text.) read ib 
as an Arya by adding. मृगी zr at the end of band reading 
तामयमनन्यदष्टिभैमम्रीवो (AND 71) विलोक्यति for ed 

“Sa तणुसरीरि' 8679 Rv (Mas in Text); हंसगई 3129. ५,५" Ret 


जइ Pu; 'दिट्टा पई 5४; SMR Pu; उत्तरहि M Pischel v; .उत्तारह P5 
for उत्तारहि; ag for ad Fam v. 


चतुर्थोऽङ्कः | ८५. 
प्रथुलोचना सहचरी यथैव ते, 
सुभगा तथैव खलु सापि वीक्ष्यते ॥ ६० ॥ 
विलोक्य | कथम्‌ । अनादृत्य मद्रचनं कलत्राभिसुखं स्थितः । 
सर्वथा उपपद्यते | परिभवास्पदं विधिविपर्ययः। यावदन्यमव- 
६०३ काशमवगाहिष्ये । 
परिक्रम्यावलोक्य च । 
- ` हन्त दृष्टमुपलक्षणं तस्या मार्गस्य | 
रक्तकदम्बः सोऽयं प्रियया घमोन्तशंसि यस्थेदम्‌ | 
कुसुममसमग्रकेसरविषममपि क्रतं शिखाभरणम्‌ ॥ ६१ ॥ 
परिक्रम्यावलोक्य च |, 
तत्‌ किं नु ag शिलाभेदगतं नितान्तरक्तमिदमालोक्यते | 
प्रभालेपी नार्य हरिहतगजस्यामिषलवः, 
स्फुलिङ्गः स्यादभेगंहनसभिश्ृष्टं पुनरिदम्‌ | 
अये रक्ताशोकंस्तवकसमरागो मणिरयं, 
यमुद्धतु पूषा व्यवसित इवालम्बितकरः ॥ ६२ ॥ 


भवतु | आदास्ये तावत्‌ | 
इति ग्रहणं नाटयति । 


६० सुभगं” वीक्षते 31 Po; विलोक्यते for अपि वीक्ष्यते ?2. 

६१७ यस्यैकं for यस्येदम्‌ Pr (U asin Text). This stanza with the 
introductory sentence is put after ५५.५ ( stage direction ) 
in Fb P; (U as in Text); see on ५५.५ above. 

६१.२ निन्तान्तरक्त dropped in Ps; Pc have if, , ; 

६२७ (हतमगस्या Pr (U as in-text). «xb यत इदं for पुनरिदम्‌ K Kn. 


६२७ प्रसव for सक ६२० समुद्धठुँ 107 यमुद्धतु 74. 


<q विक्रमोवैशीयम्‌। 


पणइणिबद्धासाअओ, 
बाहाउलणिअणअणओ | 
गअवइ गहणे दुहिअओ, 
भमइ क्खामिअवअणओ ॥ ६३॥ 
द्विपदिकयोपसृत्य गृहीत्वा | आत्मगतम्‌ | 
मन्दारपुष्पेरधिवासितायां, 
यस्याः शिखायामयमर्पणीयः 
सेव प्रिया संप्रति दुलभा मे, 
नैवेनमश्रूपहतं करोमि ॥ ६४ ॥ 
इत्युत्सुजति | 
नेपथ्ये | वत्स, गृह्यतां गृह्यताम्‌ | 
संगमनीयो मणिरिह शैलसुताचरणरागयोनिरयम्‌ । 
आवहति धार्यमाणः संगममाशु प्रियजनेन ॥ ६५ ॥ 
राजा | कर्ण दत्वा। को चु खलु मामेवमनुशास्ति। दिशोऽव- 
लोक्य । अये, अनुकम्पते मां कश्चिन्सृगचारी मुनिर्भगवान्‌ | 
६५३ भगवन्‌, अनुगृहीतोऽस्म्यहसुपदेशाद्भवतः। 
मणिमादाय । 
हंहो संगमनीय । 


प्रणयिनीबद्धाशाको, बाष्पाकुलनिजनयनकः | 
गजपतिर्गहने दुःखितो, भ्रमति क्षामबदनकः ॥ ६३ ॥ | 


६३३ साइअओ for साअओ Bt 79 M 79 ROV. ६३० “दूहिअओ Pu, ६३१ परिभमई 
for भमइ Bb Ft Kn M Ps R V; किलामिअ for क्खामिअ Ft M v. 

६४4 किमेनमश्रू? D Pa; किमेनमल्लो Ps मैवेनमश्रू” 76 M R V. 

६५७ संगमनीय इति मणिः 7४ Po. ६५१ अचिरात्‌ for eng Pr 


६५.२ गजचर्मवासा: D Fs 24; मृगराजधारी Bb Fs M R v; मृगचर्मधारी एफ 
Tor मृगचारी, ~ 


agdisg: | ८७ 


तया वियुक्तस्य Sr err, 
भविष्यसि त्वं यदि संगमाय मे। - 
ततः करिष्यामि भवन्तमात्मनः, 
शिखामणिं बालमिवेन्दुमीश्वरः ॥ ६६ ॥ 
परिक्रम्यावलोक्य च | 
१ किं बु खलु कुसुमरहितामपि ठतामिमां पश्यता मया रतिरुप- 
६६.३ लभ्यते । अथवा खाने मम मनो रमते । इयं हि २ 
तन्वी मेघजलाद्रेपह्लवतया धोताधरेवाश्रुभिः, 
शून्येवाभरणेः खकाल विरहाद्विश्रान्तपुष्पोद्रमा | 
चिन्तामौनमिवास्यिता मधुलिहां शब्देविना लक्ष्यते, 
चण्डी मामवधूय पादपतितं जातानुतापेव सा ॥ ६७॥ 
यावदस्यां प्रियाबुकारिण्याँ लतायां परिष्वज्ञग्रणयी भवामि । 
लए, पेक्खेविणु हिअए भावमि, 
जइ विहिजोए पुणि तहि पावमि | 
ता रण्णेविणु करिमि णिभंती, 
पुणु ण इ Ag ताह कअंती ॥ ६८ ॥ 


~~ NRL DALY 


लते, प्रक्ष्य हृदयेन भावयामि, | 
यदि विधियोगेन पुनस्तां प्राप्नोमि | 
ततः" ° °° ` "करोमि निर्खन्तां, 
gest त्यजति तत्र Fara ॥ ६८ ॥ 
६६७ पुनस्तया वेदिविलम° D; fied for निमझ Pr (U as in Text). 
६७९ मोहं for मौनं An; “वाश्रिता मधुकृतां शब्दैः An D. «ed याता प्रकुप्येब 
सा 71 V; याता प्रकुप्तेत सा ४४ 79 M Pu; for जातानुतापेव सा. 
६७.१ यावदस्याः प्रियानुकारिण्याः परि Pr (U as in Text). 
६८७ पेक्ख fay Kn Pischel; पेक्ख विण्ण Bt Fs M V; for पेक्खेविणु; भवामि 
M Pi V; भमामि Kn Pu R; भाममि Bt; for भावमिः ६८ gu for पुणि 
FEM v. ६८० WART क" Bb 72 M ४. Is it "रंजेविण” ( रञ्जयित्वा ) १ 


८८ विक्रमोर्वशीयम्‌ | 


इति चचरिकयोपसृत् लतामालिङ्गति | ततस्तदीयस्थान- 
माक्रम्यैव प्रविष्टा उर्वशी | 
६८-३ राजा | निमीलिताक्षः स्प नाटयित्वा | अये, उर्वशीगात्रस्पणौदिव 
निवृत मे शरीरम्‌ । न पुनरस्ति विश्वासः | कुतः । 
समर्थये यत्‌ प्रथमं प्रियां प्रति, 
क्षणेन तन्मे परिवर्ततेऽन्यथा | 
अतो विनिद्रे सहसा विलोचने, 
करोमि न स्पर्शीविभावितप्रियः ॥ ६९ ॥ 
झानैरुन्मील्य चक्षुषी | 
कथम्‌ | सत्यमेवोवेशी । . 
६९.३ इति मूर्च्छितः पतति । 
उर्वशी | समस्ससदु समस्ससदु महाराओ | 
राजा । संज्ञां लब्ध्वा । प्रिये, अद्य जीवितम्‌ । 
त्वड्वियोगभवे चण्डि मया तमसि मञ्जता | 
दिश्या प्रत्युपलव्धासि चेतनेव गतासुना ॥ ७० ॥ 
उर्वशी । मरिसदु मरिसदु महाराओ । जं मए कोववसं गदाए 
अवत्थंतरं पाविदो महाराओ | 
६९.४ समाश्वसितु समाश्वसितु महाराजः | 
७०.१. मर्षयतु मर्षयतु महाराजः | यन्मया कोपवशं गतयावस्थान्तरं 
ग्रापितो महाराजः । 


६९१ विभाविता प्रियः for विभावितप्रियः An 


voa ARANZA An D Pa 1; ARATE 74; तन्वि for चण्डि D P? 
Ft Padd the following two speeches immediately after 
४. ७०: उवेशी | अब्भंतरकरणाए मए पचक्खीकिद॒वुत्तैतो क्खु महाराओ | राजा । 
अभ्यन्तरकरणयेति न खळ ते वचनार्थमवैमि । 

७०.१ कहइस्सं | इमं दाव पसीददु for मरिसदु मरिसदु rt P 

७००२५ दाविदो छ? Pu; दंसिदो Bt; for पाविदो. 


च 


agätsg: | ८९ 


७०.३ राजा । नाहं प्रसादनीयस्त्वया । त्वददरीनेन प्रसन्नो मे सबाह्यान्त- 
रात्मा । तत्‌ कथय केथमियन्तं कालं मया विरहिता स्थितासि | 
अनन्तरे चचरी | 


मोरा परहुअ हंस रहंगम, 
अलि गअ पव्वअ सरिअ FTA | 
तुज्झहः कारणे रण्ण Wd, 
को ण हु पुच्छिअ मई रोअंते ॥ ७१ ॥ 
उर्वशी | एव्वं । अंतक्करणपच्चकखीकिददुत्तंतो महाराओ । 
राजा | प्रिये, अन्तःकरणमिति न खल्ववगच्छामि | 
०१.३ उर्वशी | सुणादु महाराओ | पुरा भअवदा महासेणेण सासद 
कुमारव्वद्‌ गेण्हिअ अअं अकलुसो णाम गधमादणकच्छो 
अज्झासिदो | किदा अ थिदी । 
६ राजा | कीइशी। 
उर्वशी | जा किल इत्थिआ इमं au आगमिस्सदि सा लदाभावेण 
परिणदा भविस्सदि | गोरीचरणराअसंभवं मणिं वजिअ लदाभावं 


मयूरः परभृतो हंसो ug 
अलिगजः पर्वतः सरिता कुरङ्गमः | 
तव कारणेऽरण्ये भ्रमता, 
| को न खळ पृष्टो मया रुदता ॥ ७१ ॥ 
७१.१ एवम्‌ | अन्तःकरणप्रस्यक्षीकृतवृत्तान्तो महाराजः । 
७१.३ शुणोतु महाराजः। पुरा भगवता महासेनेन शाश्वतं कुमारत्रतं गृहीत्वा, 
अयमकलुघो नाम गन्धमादनकच्छोऽव्यासितः | कृता च स्थितिः | 
७१.७ या किल di इमं प्रदेशमाग मिष्यति सा ळताभावेन्न परिणता भवि- 
ष्यति | गौरीचरणरागसंभवं मणिं वर्जयित्वा लताभावं न मोक्ष्यतीति | 


७१) N- कुरंग Pi R. 
४१.५ किदो अ एस विही 101 किदा अ थिदी 78. 
33 


ततः प्रविशति हृष्टो विदूषकः | 


विदूषकः । ही ही भो, दिट्विआं चिरस्स कालस्स उव्वसीसहाओ 
०३ णंदणवणप्पमुहेसु पदेसेसु विहरिअ पडिणिवुत्तो पिअवअस्सो । 
दाणिं सकजाणुसासणेण पंडदिमंडलं अणुरजंतो रजं करेदि । 
असंताणत्तणं बज्ञिअ से ण किं वि सोअणीअं | अजञ तिहिविसेसो 
द त्ति भअवदीणं गंगाजसुणाणं संगमे देवीहिं संह किदाहिसेओ 
संपदं उवआरिअं wast । ता जाव तत्थभवदो अळंकरी- 
अमाणस्स अणुरेवणमछे अग्गभाई होमि | 
९ इति परिक्रामति । 


नेपथ्ये | हृद्धी हृद्धी । एसो दुऊलत्तरच्छदे तालवेंटपिहाणे 


०.२ ही ही मोः, fer चिरस्य कालस्योर्वशीसहायो नन्दनवनग्रसुखेषु 
प्रदेशेषु विहृ प्रतिनिवृत्तः प्रियवयस्यः | इदानीं कार्यानुशासनेन 
प्रकृतिमण्डलमनुरञ्जयन्‌ राज्यं करोति | असंतानत्वं वजेयित्वास्य न 
किमपि शोचनीयम्‌,। अद्य तिथिविशेष इति भगवल्योर्गज्ञायमुनयोः संगमे 
देवीभिः सह कृताभिषेकः सांप्रतंमुपकारिकां प्रविष्टः | तद्यावत्‌ तत्रभव- 
तोऽलेत्रिसमाणस्यानुलेपनमान्येऽग्रभागी भवामि | 

०.१० हा धिक्‌, हा धिकू | एष दुकूळोत्तरच्छदे ताळवून्तपिधाने निक्षिप्य 

देवदारण्णेछु for पदेसेसु rt P 


००४ दाणिं ससकारोवआरेहिं पकिदीहिँ अणुरजंतो” Ps; सस्सकजाणुसाराहिं पकिदीहिं 
अणुरजंतो Ft 


०.५ आं, संताणअं वजिअ' Bt rm Kn, M Pi v; हीणं for सोअणीअ 72. - 
०.६ देवीए सह Bt Ps R. 
००१० “एसो (--जलंतरत्त Bl Fe Kn My ) तालवेंटपिहाणं णि" Bt Fa xn 


M P2 R V. 
1 


पञ्चमोऽङ्कः | ९३ 


णिक्खिविअ णीअमाणों अच्छराविलासवदीए मोलिरअणो मणी 
१२ आमिससंकिणा गिद्धेण अक्खित्तो । 
विढ्षकः। कर्ण दत्त्वा । अच्चाहिदं । परे बहुमदो क्खु सो वअस्सस्स 
संगमणीओ णाम चूडामणी । अदो क्खु असमत्तणेवत्थो एव्व 
१५ तत्थभवं आसणादो उड्डिदो। ता पासपरिवत्ती होमि । 
इति निष्क्रान्तः । 
प्रवेशकः । 
१८ ततः प्रविशति राजा सूतश्च कञ्जुकिरिचकौ परिजनश्च । 
राजा । रेचक, रेचक । 
आत्मनो TATA कासौ विहगतस्करः | 
येन तंत्‌ प्रथमं Vt गोपुरेब Te कृतम्‌ ॥ १ ॥ 
. किराती। एसो मुहकोडिलग्गहेमसुत्तेय मणिणा अणुरजअंतो विअ 
आआसं परिब्भमदि | 
१-३ राजा । पश्याम्येनम्‌ । 
_ असो मुखालम्बितहेमसत्र, 
` ` `  बिश्रन्मणिं मण्डलशीघ्रचारः। ` 
__ नीयमानोऽप्सरोबिलासवत्या मौलिरत्नं मणिरामिषशक्किना गृध्रेणाक्षिप्तः | 
०:१३ अत्याहितम्‌ | परं बहुमतः wg स॒ वयस्यस्य संगमनीयो नाम 
चूडामणिः | अतः खल्वसमाप्तनेपथ्य . एव तत्रभवानासनादुत्यितः | 
तत्‌ पाश्चपरिवर्ती भवामि | 
१,१ एष खलु मुखकोटिलम्हेमसूत्रेण मणिनानुरञ्जयनिवाकाशं परिश्रमति। 


०:११ 'अच्छराविरहिदेण मोलिर॒अणदाए पओइदो मणी Bi Kn M Pi RV. 

०.१५ “OSS इदो एव्व आअच्छदि । जाव णं उवसप्पामि । ततः प्रविशति सावेगपरिः ` 
जनो UST राजा । आत्मनो” Po. 3 

१.१ आलिहंतो for अणुरजऊंतो Ps Fm. 

ab “मण्डलचारशीघ्रः Fb; “मण्डलचारुशीघ्रः Ps; “मण्डितशीघ्रचारः Be 72 Kn Me 


«d हुँ विक्रमोवैशीयम्‌। 


अलातचक्रप्रतिमं विहंगस्‌ , 
तद्रागलेखावलयं तनोति ॥ २॥ 
किं नु खलु क्तेव्यम्‌ | ; 
विदूषकः | उपल । भो, अरु एत्थ विणाए । अंवराही सासणीओ । 
२३ राजा सम्यगाह भवान्‌ । धनुधैनुस्तावत्‌ | 
परिजनः । जं भट्टा आणवेदि । 
इति निष्क्रान्तः | 
६ राजा । न इश्यते विहंगः | | 
विदूषकः | इदो दक्खिणंतेण चलिदो सउणिहदासो । 
राजा । IRIA अवलोक्य | दृष्ट इदानीम्‌ । 
प्रभापक्षवितेनासो करोति मणिना खगः | 
अशोकस्वकेनेव दिझुखस्यावतंसकम्‌ ॥ ३ ॥ 
- यवनी । प्रविश्य चापहस्ता। भट्टा, एदं हत्थावावसहिदं सरासणं । 
` राजा । किमिदानीं धनुषा । बाणपथातीतः क्रव्यभोजनः od 
३३ तथा हि। 
आभाति मणिविशेषो दूरमिदानीं पतत्रिणा नीतः | 
नक्तमिव लोहिताङ्गः परुपघनच्छेदसंयुः्तः ॥ ४ ॥ 
कश्वुकिनं विलोक्य | आर्य लातव्य, मद्रचनादुच्यन्तां नागरिकाः 


NL 


२:७  इतो दक्षिणान्तेन चलितः झकुनिहताशः | 
३-१ मतेः, एतद्धस्तावापसहितं शरासनम्‌ । 
२.७ अवगदो सासणीओ कुणवभोअणो for चलिदो? 75. 
Ab विभाति m Ps; तनोति Ft; fo 
Yd संपृक्तः 5८ wp V; संवीतः Ps; 
75 उच्यता नागरिक: Pa. 


r करोति. ३१ “adam: “Fa Ps, 
for संयुक्त:; 


~ 


पञ्चमोऽङ्कः i S^ 


सायं निवासवृक्षाश्रयी विचीयतां विहगदस्युरिति | 
v PIRA | यदाज्ञापयति देवः । 
.. इति निष्क्रान्तः । 
विदूषकः । उवविसदु भवं संपदं । कहिं गदो रअणकुंभीलओ 
भवदो सासणादो मुचिस्सदि । 
राजा | विदूषकेण सहोपविश्य | 
रमिति न मे तसिन्‌ मणौ प्रियत्वं विहंगमाक्षिपे । 
प्रियया तेनास्मि सखे संगमनीयेन संगमितः ॥ ५ ॥ 
ततः प्रविशति सशरं मणिमादाय कञ्जुकी । 
HAA | जयतु जयतु देवः । 
अनेन fis: स बध्यो, 
रोषेण ते मार्गणतां गतेन । 
प्राप्यापराधोचितमन्तरिक्षात्‌ , 
समोलिरलः पतितः पतत्री ॥ ६ ॥ 
सर्वे विस्मयं रूपयन्ति | 
कञ्चुकी | अद्भिः प्रक्षालितो मणिः कस्मै प्रदीयताम्‌ । 
६.३ राजा | किराति, अभ्निशुद्धमेनं कृत्वा पेटकं प्रवेशय । 


४:५ उपविशतु भवान्‌ सांप्रतम्‌ | कुत्र गतो रल्नकुम्भीलको भवतः 
शासनान्मोक्ष्यते | i 


४-२ विहगाधमः for विहगदस्युः 86 72 M Pi R v. 

४-५ विस्समीअदु for उवविसदु Bt kn M Pin V. कहिँ वि for कहिँ एप Kn M Pi. 

४-६ ण 18 added after सासणादो by rt M 79. 

५६ सार इति" Be Kn M. ‘4b प्रयासो 7४ Kn MR ४; प्रयत्नं (त्नः) Bb Ps; 
स्पृहासीत्‌ rt Pu for प्रियत्वं. ५० येन for तेन Fm ७. Portion from 
५ to 99 is missing in Kn. Between 4 and ५.१, P add विदूषकः । 
एं परिगदृत्थो म्हि किदो भवदा; ए as in Text. र 


«b बढेन for रोषेण D rb x Pa ce प्राप्योपकार्यान्तरम” 7 5५ 75; प्राप्तापरा? 
Ba Fa R v. 


९६ " विक्रमोवेशीयम्‌ | 


किराती । जं भट्टा आणवेदि । 
इति मणिं गृहीत्वा निष्क्रान्ता | 
३ राजा। ठातव्य, अपि जानीते भवान्‌ कस्यायं बाण इति । 
BFA । नामाङ्कितो व्यते । न तु भे वर्णविभावनसहा इष्टिः । 
राजा । तेन ह्युपनय शरम्‌ । 
९ कञ्चुकी तथा करोति | राजा नामाक्षराण्यनुवाच्य सापत्यतां रूपयति | 
कञ्चुकी | यावन्नियोगमसान्यं करोमि । 
इति निष्क्रान्तः | 
१२ विदूषकः । किं भवं विआरेदि । 
राजा | VY तावतू प्रहतुर्नामाक्षराणि | वाचयति | 
उ्वशीसंभवस्यायमैलदरनो नुतः | 
कुमारस्यायुपो बाणः ग्रहतुद्विषदायुषाम्‌ ॥ ७॥ 
बिदूषकः | सपरितोषम्‌ । दिट्टिआ संताणेण ashe भवं । 
राजा | सखे, कथमेतत्‌ । अन्यत्र नैमिषीयसत्रादवियुक्तोऽह- 
७३ gdem | न च मया गर्भव्यतिकरो लक्षितः । कुत एव 
mai: | किं ommum. 
६.४ यद्भताज्ञापयति | 
AUR कि भवान्‌ विचारयति | 
७-१ Ren संतानेन वर्षते भवान्‌ | 


— 2 CN 
६.७ वर्णविचारक्षमा 2४; वर्णविभागक्षमा D rt Pi; वर्णविभागसहा Pu; for वर्ण- 
विभावनसहा. 


६१८ राजा । तदुपव्छेषय शरं यावन्निरूपयामि Bt Fe M Pu RV. 

$:$-13 dropped in Bb M Pu n y, : 

६.१३ Before वाचयतिः-विदृषकः à अवहिदो म्हि Bt Fa M Pu 7 v. 

७) Sagan: Bb 7७ M ?1 2 ov. wd संहर्ता for seg: Bt Fo M Pu 2 v. 


c गर्भाविभूतदोह 
SER गभव्यक्तिरालक्षिता Ps; दाप्युपलक्षिता Be 7; अ एप R ए; for 
गभव्यतिकरो लक्षितः । 


८, 


aw 


१२ 


Um N 
AO Ih Jo 24 
पञ्चमो5ड १४)... uw. 


आविलपयोधराग्रं लवलीदलपाण्डराननच्छायम्‌ | 
तानि दिनानि वपुरभूत्‌ केंवलसलसेश्षण;तस्याः ॥ ८ ॥ 


विदूषकः । मा भवं सव्वं साणुसीधम्म॑ fassmp संभावेदु । 


पभावगूढाइ ताणं ARE । wo 
राजा । अस्तु तावदेवं यथा भवानाह । पुन्रसंवरणे किमिव - 
कारणं तस्याः | 
विदूषकः । मा ats मे राआ परिहरिस्सदि त्ति । 
राजा । कृतं परिहासेन । चिन्त्यताम्‌ । 
विदूषकः | को देवदारहस्साई तक्कइस्सदि । 
कञ्चुकी | प्रविस्य । जयतु जयतु देवः.। देव, च्यवनाश्रमात्‌ . 
कुमारं ग्रहीत्वा तापसी संप्राप्ता । देवं द्रष्टुमिच्छति । 
राजा । उभयमप्यविलम्बितं प्रवेशय । 
कञ्चुकी । यदाज्ञापयति देवः । - 
इति निष्क्रम्य चापहस्तेन कुमारेण तापस्याँ च सह प्रविष्ट: | 
RAR | इत इतो भवती । 
सर्वे परिक्रामन्ति । 


€i मा मवान्‌. सव माजुषीधम eng संभावयतु | प्रभावगूढानि तासां 


चरितानि । 


€^ सा बुद्धा मां राजा परिहरिष्यतीति | 
€^» को देत्रतारहस्यानि तर्कयिष्यतिः। 


<a आनीलचूचुकागओ Bt rm M Pi V. ८८ कतिचिदहानि शरीरं Bt 79 M Pu ॥ ४ 


' ` कानि 'दिनानि? D 7, : Ld शछथवल्यमिवाभवत्तस्याः Bt Fe M RV 


€ देवचरिदाइ for ताणं चरिदाईं Bt M Pi y 
८.५ पुत्त महाराओ परिभविस्सदित्ति UD; किं अण्ण | महाराओ परिहरि? 


<-4-& dropped in K p; 


<-१३-१४ dropped in Bt M $i R y. - 


१३ 


९८ ७ विक्रमोवैशीयम्‌ | 


१५ विदूषकः । विलेक्य | णं खु एसो खंत्तिअकुमारो जस्स णामंकिदो 
गिडलक्खवेही गाराओ उवलद्धो॥ तत्थभवदो बहु अणुकरेदि | 
राजा । स्यादेवम्‌ | अतः खलु । 
बाष्पायते निपतिता मम इष्टिरस्मिन्‌ , 
वात्सल्यबन्धि हृदयं मनसः प्रसाद! | 
संजातवेपथुभिरुज्यितघेयेवृत्तिर्‌ , 
इच्छामि चैनमदयं परिरब्धुमङ्गैः ॥ ९ ॥ 
BAR | भगवति, एवं स्थीयताम्‌ | 
तापसीकुमारौ स्थितो | 
९,३ राजा । भगवति, अभिवादये | 
तापसी | महाभाअ, सोमवंसवित्थारइत्तओ होहि । आत्मगतम्‌। 
अहो अणाचक्खिदो बि विण्णादो इमस्स राएसिणो आउस्स 
& अ ओरसो संबंधो । प्रकाशम्‌ जाद, पणम दे गुरुं । 
कुमारश्चापगर्भमञ्जलिं करोति । . 
राजा | आयुष्मान्‌ भव । ॥ 
९ HAT | आत्मगतम्‌ | 


यदि हार्दमिदं श्रुत्वा पिता ममायं सुतोञ्हमस्थेति । 
उत्सङ्गवर्थितानां गुरुष भवेत्‌ कीदशः AE: ॥ १० ॥ 

८:१७ ननु खल्वेष क्षत्रियकुमारो यस्य नामाङ्कितो गृप्नलक्ष्यवेधी नाराच 
उपलब्ध; | तत्रभवतो बहननुकरोति | 

९४ महाभाग, सोमवंशबिस्तारयिता भव । अहो, अनाख्यातो5पि 
बिज्ञातोष्स्य राजर्पेरायुप श्रौरस: संबन्ध; | जात प्रणम ते गुरुम्‌ | 


९७ वात्सल्यबद्धहृदय” D; बहति प्रसादं for मनसः प्रसाद: D rm x. ९० Saat . 


for धैर्यवृत्तिः Bt ram v. ed Saag for चैनमदर्य एप अ. 
९.७ बाष्पगर्भ for चापगर्भ Bb F2 M RV. 


1०0 उत्सङ्ग बद्धानां ¢ ४9 m v. qod Aest आतिः for Beg: Ge: Pa: 


पञ्चमोऽङ्कः । ९९ 


राजा । भगवति, किमागमनग्रयोजनस्‌ । 
तापसी | सुणादु महाराओ | एसो दीहाऊ आऊ जादभेत्तो एव्व. 
१०३ उन्वसीए किं वि णिमित्तं अवेक्खिअ मम हत्थे णासीकिदो । 
जं खत्तिअङुमारस्स जादकम्मादिविहदाणं तं से भअवदा चवणेण 
असेसं अणुचिट्टिदं | गहिदविजञो धणुव्वेदे अ विणीदो | 
६ राजा। सनाथः खलु संवृत्तः । , 
तापसी | अज पुप्फसमिदत्थं इसिकुमारएहिं सह quur इमिणा 
अस्समविरूद्धं आअरिदं | 
९ विदूषकः | कधं विअ । 
तापसी | गहिदामिसो किल गिद्धो पादवसिहरे णिलीअमाणो 
लक्खीकिदो बाणस्स | 
१२ विदूषको राजानमवलोकयति | 
राजा । ततस्ततः । 
तापसी | तदो उवटद्भवुत्ततेण भअवदा pU अह समादिट्टा 
no ARR हत्थणासं ति । ता इच्छामि उव्वसिं पेक्खिदुं । 


१०.२ Wig महाराजः | एष दीघोयुरायुर्जातमात्र एवोर्वस्या किमपि 
निमित्तमवेक्ष्य मम हस्ते न्यासीकृतः यत्‌ क्षत्रियकुमारस्य* जातकमी- 
दिविधाने तदस्य भगवता च्यवनेनाशषमनुष्ठितम्‌ । गृहीतविद्यो 
धनुर्वेदे च विनीतः | l - 

१०.७ अय पुष्पसमिदर्थमृषिकुमारकैः ' सह गतेनानेनाश्रमविरुद्धमाचरितम्‌ t 

१०.९ कथमिव | 

१०.१० गृहीतामिष: किल qus पादपशिखरे निलीयमानो लक्ष्यीकृतो 

बाणस्य | 

६०-१४ तत उपलब्धबृत्तान्तेन भगवता च्यवनेनाहँ समादिष्टा नियोतय 

` हेस्तन्यासमिति | तदिच्छाम्युर्वशी ग्रेक्षितुम। ( 

१०,५ अहिविणीदो for अ विणीदो P2. 


१०० i विक्रमोवेशीयम्‌ ॥ 


राजा | तेन हि आसनमनुगृह्वातु भगवती । 
तापसी प्रेष्योपनीते आसने उपविशति | 
` १८. राजा | लातव्य, आइयतामुवैशी | 
` कञ्चुकी । यदाज्ञापयति देवः । ` 
इति निष्क्रान्तः | 
33 राजा | ङुमारमवळोक्य | wae वत्स । 
` सर्वाङ्गीणः स्पशः सुतस्य किल तेन मामुपगतेन | 
BRIA तावचन्द्रकरशन्द्रकान्तमिव ॥ ११ ॥ 
`. , तापसी । जाद, आणंदेहिः GI C 
कुमारो राजानमुपगम्य पादग्रहणं करोति । 
११-२ राजा । ङुमारं परिष्वज्य..पादपीठे चोपवेश्य | वत्स, इतस्तव पितुः 
प्रियसखं ब्राह्मणमशङ्कितो वन्दस्र । | ; ` . 
- विदूषकः । ` किं. ति संकिस्सदि । अस्समवासपरिचिदो एव्व 
३ 1 PARU गोल 77 | ही ime Lo 
कुमार! सस्मितम्‌ | तात, वन्दे । 
विदूषकः । सोथि भवदो । 
किता ततः प्रविशत्युवशी कब्लुकी च । 
कञ्चुकी । इतो इतो भवती । 
११.१ जात, आनन्दय पितरम्‌ । i 
११-५ किमिति शक्छिष्यते.। आश्रमवासपरिचित एव शांखामृग: | ` ` 
११.८ खस्ति भवते । र PT 


११९ आहाद० 101 प्रहाद० 7५ B. 
१3-३ कुमारो राजानसुपसपैति । राजा । आङ्ग्य । वत्सः 2 1, उ छ y. 
११.६ से सहावो for साहामिओ D 98. ` ' 

११-१० देवी for भवती Fm Ps. 


पञ्चमोऽङ्कः | ` १०१ 


उर्वशी | कुमारमवलोक्य | को णु क्खु एसो-सबाणासणो पादपीठे 
१२ सज महाराएण संजमीअमाणसिहंडो चिङ्टदि ।- तापसीं egra 
अम्मो । सच्चवदीसूइदो मे पुत्तओो आऊ | महंतो क्खु संबुत्तो । 
` परिक्रामति | 
१५ राजा । उर्वशी et । वत्स। | 
इयं ते जननी प्राप्ता त्वदालोकनतत्परा | 
ख्नेहप्रख्वनिभिन्नमुद्वहन्ती स्तनांशुकम्‌ ।। १२॥ 
तापसी | जाद, एहि । पच्चुग्गच्छ मादरं | 
कुमारः उर्वशी प्रत्युद्गच्छति | 
१२-३ उर्वशी | अम्ब, पादवंदणं करेमि | 
तापसी | वच्छे, gut बहुमदा होहि । . 
HAT | अम्ब, अभिवादये | 
& sfai । कुमारमुन्नमितमुखं परिष्वज्य । वच्छ, पिदरं आराधअंतो 
होहि । राजानमुपेत्य । जेदु जेदु महाराओ | 
राजा । स्वागतं GAA । इत आस्यताम्‌। अर्धासनं ददाति d 


११.११ को न खल्वेष सबाणासन पादपीठे खयं महाराजेन संयम्यमान- 
शिखण्डस्तिष्ठति | अम्मो, सत्यवतीसूचितो मे पुत्रक आयुः | महान्‌ 
ag dew: | 

१२.१ जात, Tie AAAS मातरम्‌ | 

१२.३ अम्ब, पादवन्दनं करोमि । 

१२:४ वत्से, भर्तुबेह़ुमता भव | 

१२.६ वत्स, पितरमाराधयन्‌ भव | जयतु जयतु महाराजः | 

११-११ कणअपीठोवविठ्ठो for सबाणासणो पादपीठे bb Kn M Pi R V. 


११-१३ ARA for सूइदो nb Fs Kn M Pi R V. 
१२०१ Semi? 97 71 Rl; ge? D Pi Rl स्तनद्वयम्‌. for स्तनांशुकम्‌ Bt ९५. 


१०२ i विक्रमोचेशीयम्‌ | 
९ उवशी उपविशति | सर्वे यथोचितमुपविशन्ति | 


तापसी । एसो गहिदविज्ञो आऊ संपदं कवअहरो संवुत्तो | ता 
एदस्स दे भत्तुणो समक्खं णिज्ञादिदो हत्यणिक्खेवों। ता 
१२ विसजिदं अत्ताणअं इच्छामि | उवरुज्झदि मे अस्समधम्मो । 


उर्वशी | कामं चिरस्स पेक्खिअ विरहुकंठिदम्हि ण उण जुजदि 
धम्मावरोघे aes | ता गच्छदु अज्ञा पुणोद॑सणाअ | 


१५ राजा । अम्ब, भगवते च्यवनाय मां प्रणिपातय | 
तापसी | एव्वं भोदु । 
कुमारः । आर्ये, यदि सत्यमेव निवर्तसे मामप्याश्रमं नेतुमहसि । 


१4 राजा | वत्स, उषितं त्वया पूवस्मिन्नाश्रमे । द्वितीयमध्यासितुं 
तव समयः । 


१२-१० एष गृह्दीतविद्य आयुः सांप्रतं कवचधरः संवृत्तः | तदेतस्य ते भुः 
समक्ष नियातितो हस्तनिक्षेपः । ` तद्विसर्जितमात्मान मिच्छामि | 
उपरुध्यते म आश्रमधर्मः | 


१२:१३ कामं चिरस प्रक्ष्य विरहोत्कण्ठितासिमि | न पुनर्धुज्यते धमीवरोधे 
वर्तितुम्‌ | तद्गच्छत्वायी पुनर्दर्शनाय | 
१२.१६ एवं भवतु | 


१२:९ उर्वशी | अजा (अजे nt), 
Pu R V. 

१२.१२ विसजिडुं Fb Ba 24; विसजेदुं 28. for fafa. 

1२-१३-१४ चिरस्स अजै देक्खिअ अहिअदरं अवितिण्हम्हि। ण सक्ुणोमि विसजिदुं | 


अणय्यं उवरोहिदुँ Uem Pt. कामं चिरस्स अजउत्ते पेक्खिअ अवहिदहि- 
अएण | जुजदि पुणो अस्समधम्मो विभाविदु Pa R. 


1९-१६ मम (मत्‌ )प्रणाममावेदयसि for माँ प्रणिपातय BE M Pa R v. 


उवविसध । सर्वे । तथा । इत्युपबिष्टाः । Bt 76 M. 


पञ्चमोऽङ्कः | १०३ 


२१ तापसी । जाद, गुरुणो वअणं अणुचिट्ट । 
कुमारः | तेन हि 
सुप्तवान्‌ wax शिखण्डकण्ड्यनोपलब्धसुखः | 
तं मे जातकलापं प्रेषय मणिकण्ठकं शिखिनम्‌ ॥ १२ ॥ 
तापसी । विहस्य | एव्वं करेमि । सोत्थि भोदु तुम्हाणं । 
इति निष्क्रान्ता । 
३३.३ राजा | कल्याणि । 
अद्याहं पुत्रिणासग्र्यः सत्पुत्रेणामुना तव | 
पौलोमीसंभवेनेव जयन्तेन पुरंदरः ॥ १४ ॥ 
sieht eat रोदिति | 
विदूषकः | किं णु क्खु तत्थभोदी एक्कवदे अस्सुमुही संबुत्ता | 
493 राजा | सावेगम्‌ I 
किं सुन्दरि प्ररुदितासि ममोपपन्ने, 
वंशस्थितेरधिगमान्महति प्रमोदे | 
पीनोन्नतस्तनविसपिं भिरानयन्ती, 
मुक्तावलीविरचनापुनरुक्तिमसैः ॥ १५ ॥ 


१२.२१ जात, गुरोवचनमनुतिष्ठ | 
१३-१ एवं करोमि | स्वस्ति भवतु युष्मभ्यम्‌ | 
१४.२ किं नु wg तत्रभवत्येकपदेऽश्रुमुखी संवृत्ता | 


१३१ शितिकण्ठकं for मणि? Bb F2 Kn M Pi R V. 

१४७ अहं हि q^ D Fa K Py. 

१४.२ संपदे for एक्कवदे Bt Kn M Pi R V. 

१५७ "ममोपनीते Bb 79 Kn M Pi RV. १७७ स्फुरति for महति Bt 79 Kn M 
7 V. "रभिमुखे स्फुरति प्ररोहे 0: १५० पीनस्तनोपरि निपातिभिरपेयन्ती Bt 
Xn M PiR V. १५१ “facad(at) graeme: Bb Fm Kn M 
P2R Ve 


ड विक्रसोवैशीयम्‌ | 

i; arma: THe | 

उर्वशी । सुणादु महाराओ । पढमं उण पुत्तदेसणसमुत्थिदेण 
rex . आणंदेण विसुमरिदम्हि । दाणि महिँदसंकित्तणण समओ 

` मह हिअअं आआसेदि। . 
राजा | कथ्यतां समयः । ste |] 

६ sdai अहं पुरा महाराअगहिदहिअआ महिंदेण आणत्ता । 
राजा । किमिति । Wil 
उर्वशी । जदा सो मम पिअवअस्सो तुइ समुप्पण्णस्स वंसकरस्स 

5 मुहं पेक्खिस्सदि तदा तुए भूओ वि मम समीवं आअंतन्वं ति । 

तदो मए 'महाराअविओअभीरुदाए जादमेत्तो एव्व विज्ञागम- 
णिमित्तं भअवदो चवणस्स अस्समपदे अज्ञाए सञ्चवदीएं हत्थे 


१२ अप्यआसं णिक्खित्तो । अज्ञ पिदुणो आराहणसमत्थो संबुत्तो 


Doe 


१५.२ wey महाराजः । प्रथम पुनः पुत्रदरीनसमुत्थितेनानन्देनः 


विस्मृतास्मि | इदानीं महेन्द्रसंकीतनेन समयो मंम हदयमायासयति | 
- १५६ अहं पुरा महाराजगृहीतह्ृदया महेन्द्रेणाज्ञप्ता | 
१५:८ यदा स मम प्रियवयस्यस्त्वयि समुत्पन्नस्य वंशकरस्य मुखं प्रेक्षिप्यते 
तदा खया भूयोऽपि मम समीपमागन्तव्यमिति | _ ततो मया मंहाराज- 
वियोगमीरुतया जातमात्र एव  विद्यागमनिमित्तं भगवतक््यवनस्या- 
श्रमपद आयाया: AA. हस्तेऽप्रकां निक्षिप्तः | अब पिहुरा- 


राधनसमर्थः संबृत्त इति कळयन्त्या नियीतितो मे दीर्घायुः । तदेता- 
वान्मे महाराजेन संवासः | 


१५३-४ अवधी मए (मम हिअएण Bs) सुमरिदी 88 kn Pu; मम हिअए ठि 
समएण Pa R; for समओ मह हिअअं आआसेदि । 

१५-६ हिअआ गुरुसावसंमूढा महिंदेण अवधीकदुअ अब्भणुण्णादा 5६ Fa KN M P1 RV; 

31०-११ ` चिरआलसंगमणिमित्ते for विज्ञागमणिमित्त Fs Kn MPu Y. 

१५.१२ अप्प(त्त)णा for अप्पआस Bt kn MPURY, 


' पञ्चमोऽङ्कः। ` १०५. 


त्ति कलअंतीएं णिज्ञादिदो मे दीहाऊ । ता एत्तिओ मे महारा- 
'एण संवासो | 
१५ सर्वे. विषादं रूपयन्ति | | 
राजा | सनिःश्वासम्‌ | अहो सुखप्रखर्थिता दैवस्य । 


आश्वासितस्य मम नाम सुतोपलब्ध्या, 
सद्यस्त्वया सह कृशोदरि विप्रयोगः | 
च्यावर्तितातपरुजः ANAIA, ` 
zaa वैद्युत इवाभिरुपस्थितोञ्यम्‌ ॥ १६ ॥ 
AFIR: । अञं सो अत्यो अणव्थाणुबंधो संबुत्तो । संपदं तक्केमि 
तत्थभवदा FHS गेण्हिअ तवोवणं गंतव्वं ति । 
१६.३ उर्वशी । मं पि मंदभाइणि किदविणअस्स्‌ पुत्तस्स लाभाणंतरं 
सग्गारोहणेण अवसिदकजं महाराओ समत्थइस्सदि | 
राजा । मा मेवम्‌ । 


न हि सुलभवियोगा कतुमात्म प्रियाणि, 
प्रभवति परवत्ता, शासने तिष्ठ भतः 


१६-१ अयं सोऽर्थोऽनर्थानुबन्धः संबत्तः । सांप्रतं तर्केयामि तत्रभवता emo 
गृहीत्वा तपोवनं गन्तन्यमिति | 

१६.३ मामपि मन्दभागिनी कृतविनयस्य पुत्रस्य लाभानन्तरं खर्गारोहणेना- 
वसितकार्या महाराजः समर्थयिष्यति | 


१५-१५-१६ राजा. मोहसुपगच्छति । सवे | समस्ससदु महाराओ | कञ्चुकी । समाश्वसिठु 
महाराजः । विदूषकः | अन्बम्हण्णं अन्बम्हण्णं | राजा । समाश्वस्य । अहो सुखप्र 
Bt F1 Kn M Pu R V. 
६७ सुखोपलब्ध्या 19 Pss १६९ भियः for gs: Bg Pu 
१६-१-२. 'णुबंधोत्ति तक्केमि । अत्तभवं देवराओ सअं समणुस्गहिदव्वो 72 Kn M Pu V. 


१६-४ Cast विप्पओअमुहिँ महा० Bb Kn M Pa R V 
१४ 


30& विक्रमोवैशीयम्‌। 


अहमपि तव सूनावायुषि न्यस्तराज्यो, 
विचरितसृगयूथान्याश्रयिष्ये वनानि ॥ १७ ॥ 
कुमारः | नाहेति तातः पुंगवधारितायां धुरि दम्यं नियोजयितुम्‌। 
राजा | अयि वत्स । 
शमयति गजानन्यान्‌ गन्धद्विपः कलभोऽपि सन्‌, 
भवति सुतरां वेगोदग्रं अुजङ्गशिशो विषम्‌ । 
शुवमधिपतिीलावस्योऽप्यं परिरक्षितुं 
न खलु वयसा MAT खकायसहो भरः ॥ १८ ॥ 
ठातव्य, मदचनादमात्यपरिषद Ale संम्रियतामायुषो राज्या- 
भिषेक इति । 
१८-३ BIR | यदाज्ञापयति देवः । 
इति दुःखितो निष्क्रान्तः | सर्वे दृ्टिविंधातं रूपयन्ति | 
राजा | आकारमवलोक्य | किं नु खलु निरभ्रे विद्युत्संपातः | 
३ उर्वशी । विलोक्य । अम्मो, भअवं णारदो । | 
राजा | अये, भगवान्‌ नारदः | य एष 


गोरोचनानिकपपिज्ञजटाकलाप); 
संलक्ष्यते शशिकलामलवीतसत्रः | 
युक्ताशुणातिशयसंभृतमण्डनश्रीर्‌ , 
हेमप्ररोह इव जज्ञमकल्पवृधषः ॥ १९ ॥ 


१८:६ अम्मो, भगवान्‌ नारदः | 


que SU sea RAE qe HILL विन्यस्य राज्ये Bb Fs Kn M Pu R V. 

ich प्रभवतितरां वेगो० Bb Fa Kn MPURV. १८१ गण: Bb Kn PiR; 
SW: 79 M v; नृपः D; for भरः 

१८:१ अमात्यपव॑त्त for अमात्यपरिषद्‌ Be Fo M PiR V, 

1८०५ कुतो नु wg भो विद्युत्संपातः for कि नु WE. Bt M Pu R V. 

१८.६ dropped in Bt M Pu R v, 

१९१ Ew 51 ७5. 
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१५ 


१८ 


२१ 


पञ्चमोऽङ्कः | १०७ 
अध्यमस्म | 
उर्वज्ञी | यथोक्तमादाय | इदं भअवदो SU । 
ततः प्रविशति नारदः | 
नारदः | विजयतां मध्यमलोकपालः | # 
राजा | उ्वशीहस्तादर्ष्यमादाय, आवर्ज्य । भगवन्‌, अभिवादये । 
उर्वशी | भअवं, पणमामि | 
नारदः | अविरहितो दम्पती भूयास्ताम्‌ | 
राजा amaan । अपि नामैवं स्यात्‌ । प्रकाशम d 
कुमारमाक्लिष्य | वत्स, भगवन्तमभिवादयस्व । 
कुमारः | भगवन्‌, ओवैशेय आयुः प्रणमति | 
नारदः | आयुष्मानेधि । 
राजा | अयं विष्टरोऽनुण्ह्यतास्‌ | 
नारदः । तथा । उपविष्टः । 
सर्वे नारद्‌मनूपविशान्ति । 
राजा | सविनयम्‌ । भगवन्‌ , किमागमनप्रयोजनम्‌ । 
नारदः | राजन्‌, श्रूयतां महेन्द्रसंदेशः | 


_ राजा । अवहितोऽस्मि | 


नारदः । प्रभावदर्शी मघवा वनगमनाय कृतबुद्धिं भवन्तमचुशास्ति। 

राजा । किमाज्ञापयति । 

नारदः। त्रिकाटदर्शिभिसुनिमिरादिष्टः सुरासुरविमर्दो भावी । भवांश्च 
सांयुगीनः सहायो नः । तेन त्वया न शस्त्रं संन्यस्तव्यम्‌ | इये 
ft यावदायुस्तव सहधर्मचारिणी भवस्बिति । 


१९.२ इदं भगवतेऽष्यैम्‌ | 
१९.६ भगवन्‌, प्रणमामि | 


१९,६ सुप्पसण्णे वो चलणकमरे for भअवं Ft Ps. 
१९:१४ नारदमनु dropped in Ps. 


१०८ i विक्रमोचैशीयम्‌ । 


उर्वद्षी । अपवार्य | अम्महे, ad विअ हिअआदो अवणीदं .। 
२४ राजा । परवानस्मि देवेश्वरेण । 
नारदः । युक्तम्‌ | 
A वासवः कुयात्‌ त्वं च तस्येष्टमाचरेः | 
aå: समेधयत्यग्निमग्नः Bt च तेजसा ॥ २० ॥ 
. आकाझमवलोक्य। | 
रम्भे, उपनीयतां स्यं महेन्द्रेण संभृतः कुमारस्यायुषो 
२०.३. ` यौवराज्याभिषेकः | 
रम्भा । प्रविश्य । अअं से अहिसेअसंभारो | 
नारदः | उपवेश्यतामायुष्मान्‌ भद्रपीठे । 
६ रम्भा। इदो वच्छ | कुमारमुपवेशयति | 
नारद; । ङुमारस्य शिरसि कलशमावर्ज्य । रम्भे, fuer 
शेषो विधिः । 
५ रमूभा। यथोक्तं निर्वर्श । वच्छ, पणम भअवंतं मादापिदरा अ । 
कुमारो यथाक्रमं प्रणमति । 
नारदः | खस्ति भवते | 
१२ राजा । कुलधुरंधरो भव | 
१९.२३ अम्महे, शल्यमिव हृदयादपनीतम्‌ | 
२०.४ अयमस्याभिषेकसंभारः | 
Rok इतो वत्स | 
२०.९ वत्स, प्रणम भगवन्तं मातापितरौ च | 
NA पसम लेन हा परवान० Bb Fa M Pu R V. . 
98 तव कायेमस Bt F > id 
सूर्य: संवर्भयत्म्निमम्नि C MN cd Mos 


२०-२ मन्त्रेण for स्वयं महेन्द्रेण nb 7५ MR v. 
२००४ अप्सरसः for रम्भा. ७. 


| पञ्चमोऽङ्कः । १०९ 


उर्वशी | पिदुणो आराधइत्तओ होहि 1. 
नेपथ्ये वैतालिकौ | 
३५ प्रथस$ | विजयतां युवराजः। ` 
अमरमुनिखित्रित्रे्षणोःत्रेरिवन्दुर्‌ , 
बुध इव णिणिरांशोर्बोधनस्थेव देवः 
भव पितुरनुरूपस्त्वं शुणेलोककान्तेर्‌, ` 
c अतिशयिनि समास्ता बंश एवाशिषस्त॥ २१.॥ 
द्वितीयः 
तव पितरि पुरस्तादुन्नतानां स्थितेऽस्मिन्‌, 
खितिमति च विभक्ता त्वय्यनाकम्प्ययैये । 
` अधिकतरमिदानीं राजते. राज्यलक्ष्मीः, 
. हिमवति जलधौ च व्यस्ततोयेव गङ्गा ॥ २२॥ 
wat । उर्वशीमुपेत्म दिद्विआ पिअसही een जुवराअसिरि 
पेक्खिअ भत्तुणो अविरहेण वडुदि | 
२२.३ उर्वशी । णं साहारणो Tat अब्भुदओ | कुमारं हस्ते गृहीत्वा | 
ufi वच्छ, Herat अभिवंदेहि | 
२०.१३ पितुराराधयिता भव । . 
२२.१ दिष्टया प्रियसखी पुत्रस्य युवराजश्रियं प्रक्ष्य भर्तुरविरहेण वर्षते | 
२२.३ ननु साधारण एषोऽभ्युदयः | एहि वत्स, ज्येष्ठमातरमभिवन्दख | . 


२०:१३ पिदुणो दे वअणाणि dig Bt Fo Kn M Pu V 

Ria Bea’ for aquis? Bt 79 M Pi ROV. . २११ वैधवस्थे for बोधनस्य 
Bi Fa Kn M Y. २१९ तव for भव Bi ra Kn Pi V. २१० अधि(ति)यशसि 
for अतिशयिनि Em Ps; समस्ता for समाप्ता Ft Kn ९३ R 

arb “थ्यनाकम्पधैयै BE M Pa; “ध्यनाकल्पधैयै KN V. २२० राजलक्ष्मीः for राज्य ० 
Bt Ft Kn M Pu R ४; २२० प्राप्ततोयेव for व्यस्ततोयेव Bt Fa Kn M PU V, 


२२:१ अप्सरसः for रम्भा Pr 


११० विक्रमोचैशीयम्‌ | 


राजा | तिष्ठ । सममेव तत्रभवत्याः समीपं यास्यामस्तोबत्‌। 
६ नारदः। 
आयुषो योवराज्यश्रीः स्मारयत्यात्मजस्य ते | 
अभिषिक्तं महासेनं सेनापत्ये मरुत्वता ॥ २३ ॥ 
राजा | अनुगृहीतोऽस्मि मघवता | 
नारदः । किं ते भूयः पाकशासनः प्रियं करोतु । 
३२.३ राजा। यदि मे मघवा प्रसन्नः किमतः परमिच्छामि | तथापीदमस्तु । 
भरतवाक्यम्‌ । 
परस्परविरोधिन्योरेकसंश्रयदुलेभम्‌ । 
संगतं श्रीसरखत्योभूतयेव्स्तु सदा सताम्‌ ॥ २४ ॥ 
इति निष्क्रान्ताः सर्वे । 


इति महाकविकालिदासविरचिते विक्रमोवैशीये पञ्चमोऽङ्कः | 
ˆ समाप्तं विक्रमोचेशीयं नाम नाटकम्‌ 


२३:१ एवमनुग्रहीती भगवता कथं न योग्यो भविष्यति Ps एवमनुगृह्ृता भगवता 
कथमन्यथा भविष्यति Pa. 


३४ सर्वलोकेऽपि Gow Pa २४० भूयादुद्धूतये सताम BE Fi Kn Pa R Y. 
The following stanza is added in Bt F2 Kn M P2 R Y. 


TART दुर्गाणि सर्वा भद्राणि पश्यतु । 
सर्वः कामानवाप्नोतु स्वः सर्वत्र नन्दतु ॥ 
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3d 


3.6 


3.14 


3.19 


BRIEF NOTES 
Act I 


Kailāsanātha is Kubera: See below 3.13; Kalidasa has used 
the same word in the same sense at Raghuvantsa 5.28. 
karunam  kramdati: ‘cries piteously (for help). The 
reading śaraņam does not go well with the root krand, 
nor is it well supported by mss. Abhinavabharat on 
Natyasastra (Gaek. ed. III. p. 95) supports the reading 
adopted in our text. 

apatiksepena (‘by a toss of the curtain’) in the stage 
direction is necessary, as the entrance of the king is not 
suggested beforehand. The meaning of the expression is 
however, differently arrived at by the two commentators. 
Thus according to Raüganütha, who quotes Halayudha, 
apatt is ajavanikü ov a curtain and ksepa is apasürama or 
tossing aside; thus the expression means “8 sudden tossing 
aside’ and not a regular removal, of the curtain. Konegvara, 
on the other hand, understands pati-ksepa as: a regular with- 
drawal of the curtain and apati-ksepa is the absence of it, the 
ultimate meaning being the same. 


süryopasthünat pratinivritam is said in answer to the request 
that the defender should be able to move in the air and must 
be a partisan of the gods.  suryopasthana is ‘occasional 
worship of, or attendance on, the sun god in the Sürya-loka." 
See IL.0.8 below. 


The alternative reading which mentions the name of the 
demon and his residence is supported by all the mss. of 
Pandit (though two of them drop the name) and by 
Katayavema; but neither the B group nor the other two 
commentators (Ranganatha and Konegvara) support it- 
Yet the name of the demon is mentioned below at 1.13.7. 
See Editor’s Introduction, Para. 9. 


The alternative reading, though not well supported by mss., 
is yet favoured by III.7.1 and ४,217, where Purüravas is 
called the ‘grandson’ of the Moon, Yet in the present 
context a reference to the family, rather than to the degree 
of the lineage, is what is expected. See e. g. Sakuntala 
1.11.2. 

१५ 


114 


4.0-6 


10.14 


VIKRAMORVASIYAM [1.4 to 


The first ca conjoins c and d, while the second one conjoins 
yastyagre and prante. 

See below V.19.20-21. 

kuswumasamabandhanam: A Bv. cd. The heart is compared 
with a flower and its supporting chord with its stem ; see 
Meghadita v. 10८6. 

haricandanena: The slight heaving up of the smear of the 
sandal paste on the bosom led to the inference about the 
palpitation of the heart; for similar inference see below 
TI.18 and Sakwntala 1.295. 

The stanza is quoted in at least eleven works on Alamkara- 
sastra and five anthologies; ten of the former including 
Abhinavabharati ( ITI. p. 38 ) and three of the latter support 
the reading kantipradah as adopted in our text. The 
adjective vedabhyasa-jadah is elaborated by the next one; the 
study of the Vedas (abhydsa is not merely ‘learning by 
rote’) involves deep and constant acquaintance with ritual 
and philosophy, thus leaving little time and inclination to 
turn to things of beauty and pleasure. jada means 
‘impervious to finer sentiments like Srügara)  pwráno 
munih refers to the sage Narayana from whose thighs 
Urvaái is said to have sprung; see I.18 (where pitu% 
refers to Vamana-Visnu as identified with Narayana) and 
IIL15.3 below. The story of her being presented by 
Narayana to Indra, referred to at 1.14 below together with 
her birth from the sage is mentioned in the following 
Puranas:—(1) Vamana VII. 1-18; (2) Brahmanda. 
IILT.16; (3) Devi Bhágavata IV.6.33-36; (4) Visnu- 
dharmottara TIT.35.1-4; (5 ) Bhagavata XT.4.1-16. 
visamavatarah: The alternative reading visayavatarah or 
svavisayavatarak is supported by a large majority of mss., 
but not so much by internal evidence. The passage with 
this reading may mean ‘my descent on my own dominion 
has brought me a desired fruit’, namely, contact with 
Urvaéi’s limbs. The king’s reaching the earth, which was 
his visaya has caused a jolting to the wheels and this was 
impossible while he was moving in the air. The word sva-visay® 
or visaya may be compared with the word sva-adhikarabham? 
at Sakuntala VILT.l. But the sentence coming immedia- 
tely after the stage direction cakrodghatam rapayitva shows 
that the cakrodgháta, which caused the rathaksobha oF 
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13.4 


13.6 


15.8 


186 


0.13 


115 


rathasamksobha (see 1.11 and IIL11), the immediate cause 
of the happy accident must be supposed to be uppermost in 
the king’s mind, rather than the more distant ` descent on 
his own dominion’. This cakrodghata then must be assumed 
to have been referred to by him in the introductory 
sentence which therefore should contain the word visamé- 
vatārah rather than the other one. 

ratha stands for ratha-cakra or rathanga ; see below rathanga- 
sronibimbaya at IV.37. We have here in cd an Utpreksa 
in which the roma-vikriya is conceived as the ankuritatea of 
the manasija i. e., the mind-born emotion of Love, which in 
its turn is identified with a tree ( taru ); for the same idea 
more fully developed, cf. Malavikagnimitra IV.1. 
pürvasyüm digi: Indras capital is said to be situated 
in the eastern quarter of the heaven from where Citraratha 
is arriving. 

vikrama-mahimná: see also vikramalamkarah at 15.1 below. 
The word vikrama is supposed to be a concealed reference to 
the title Vikramaditya of the poet’s patron; but see Editor’s 
Introduction, Para. 18. See also below V. 7; 20.2-3 where 
a similar reference to Kumiragupta may be understood. 
hastaw spríatah: This seems to be a mode of greeting 
among persons of equal status. Something similar to this 
is found in the Bhagavata Purana 1.11.22 ; X.65.5, as shown 
by Pandit, but nowhere else in Sanskrit dramas so far as. 
I know. 

Read rajanam upetya for janüntikam and add K after rt in 
the footnote. The reading vaassa in place of maharaa 
adopted by Pandit is not right; this mode of address to the 


२ king by the friend of the heroine is too early for Citralekha 


here. At III.16.5 and afterwards, the situation is different. 
See note on the passage below. 

pituh padam madhyamam: Narayana Muni, her creator 
(see note on v. 8 above ), is identified with Visnu; his 
middle step is the mid-air. For the identification, see Mahé- 
bharata, Vana 40.1-2 ; Bhisma 66.13-14. 


Act II 


dlekhya suggests ‘motionlessness’ and ‘vdnara suggests 
‘ugly appearance’; cf, V.11.6 below. kim pi ‘in some 
inexplicable manner.’ 
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sangidavavaram: i.e, her duties at the musical hall. 
miatinhia (mrgatrspika ) ‘mirage’; Vidisaka naturally 
considers the King’s attempts to get Urvasi, a celestial 


nymph, comparable with a deer's running after the mirage, 
as, he thought, it was likely to end in a failure. 


ksanam tisthati: The sun is supposed to rest for a single 
moment when he reaches the zenith. A somewhat similar 
statement about the sun’s resting for a night when he 
completes his Daksinayana and is about to start his Uttara- 
yana on the Maghi' Amāvāsyā is found at Kauşitakī 
Brāhmaņa 19.3 (sa vai māghasya amāvāsyām upavasati 
(‘rests for a night’) udañ Gvartsyan ). 


sasthe bhage: The 6th out of the 15 parts or the Muhirtas 
into which a day is divided; cf, Kautalya, ArthaSastra 
11.20; Manu Smrti 1.6. This is surely not a reference 
to the svairavihara prescribed by Kautalya, Arthaéüstra 
T.19, which is also alluded to in the Dasakuméracarita 
(NSP. ed. p. 256.11.10-11 and p. 257 11.14 to p. 258 
1.1). For this latter i. e, svairavihüra, the 6th out of the 
8 parts into which a day is divided, is preseribed and it 
is after midday. The time meant here, on the other hand, 
is after the daily disposal of the state affairs and before 
midday as a reference to IL0.3, 21.6 and 22 below will 
show. Out of the 8 divisions of the day, Kautalya 
prescribes the 2nd for the disposal of the state affairs and 
the 3rd for the king’s personal duties like exercise, bath and 
meals. See Arthagastra 1.19; Manu Smrti 7.216; उक्त, 
1.327b-329. Here obviously only a few moments of rest are 
meant which may be snatched from this time allotted to his 
personal duties and this well agrees with the single moment 
of rest which the sun is supposed to enjoy. The situation 
in the Vth Act of the Sakwntala is to be understood as 
referring to a time before midday, in a similar manner, 88 
can be judged from the adjective abhinavasamméarjanasa- 
Srikah of the chamber in the Agnigarana at V.8.2 ; see also 


v. 8 in the same Act where the obvious reference is to 
midday rest. 
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2.18 "Vidüsaka means:- The king's form was so charming that 


2.19 


3.1 
3.8 


41 


8.2-3 


8.4 
8.7 


9.13 


Urvagi was bound to fall in love with him if only she were 
to see him. Compare Sakuntala II. 7. 13-14. 

The king means:- That Vidüsaka should consider him to 
be so beautiful was due to his partiality ( paksapata ) for him. 
See Sakuntala II. 7. 15 for a similar situation and the 
king's remark thereon sarvah kantam Gtmiyam pa&yati, 

divya rasa: ‘rain’ and ‘love of a celestial ( woman Y. 

The ०८६७७७१७०० namely daksina; vàyw is daksina in both the 
senses i. e, ‘chivalrous’ and ‘southern’; v. 4 illustrates his 
daksinatva in the former sense. 

‘Such indeed is your ardent longing’; i. e., displaying sneha 
for Urvasi and daksinya for the queen, 

Like Vajra (personified) of Indra, when required to 
help him in his love affair with Ahalya, I too have become: 
baffled (wnmatta ‘unable to know myself’ ) when required 
to help you in your love affair with Urvasi. Vajra could 
help Indra only in battles; (but cf. the Brhaddevata 
version of the story in Editors Introduction, Para. 8, for 
Vajra’s help to Indra in such matters ); so I too can help: 
you in a humorous pastime. Helping in a love affair is 
beyond my powers. It is to be noted that the Vidüsaka 
of Agnimitra in Jalavikügnimitra has helped the king 
a great deal in his love affairs; but Kālidāsa has changed 
his mind and his Vidügaka in the other two dramas has. 
remained a passive Narma-suhrt. 

Cf. atisnehah papasarki at Sakuntala IV.19.10, 

The nimitta is considered to be the same as the one mentioned 
at IIL9 below, namely, the throbbing of the arm. But 
probably, as the stanza itself explains, the sudden composure 
of the king’s mind, which was most unexpected owing to 
Urvasi being difficult to obtain, itself constitutes the nimitta. 
The behaviour of the mind which is un-called-for in the 
particular circumstances is itself an indication of things which 
are to come. We may compare the words of the pupils of 
Kanva in the Sékuntala V.10-11, when they approach 
King Dusyanta's palace.’ The sudden feeling of disgust in 


spite of the king’s reputation as a virtuous ruler gives them 
a foreboding about the coming events at the palace. 


Sikhabandhana vidya is different from the Ziraskarini 
mentioned at 9,30, 13.8 etc. below in this Act. The former 
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makes them unassailable to the demons and hence is called 
aparajita; the latter makes them invisible to men. The 
former was specially taught to them by Brhaspati after the 
incident mentioned in the beginning of the drama and on 
the strength of it the two nymphs are moving about freely 
without any companion to guard them. It is evidently an 
invention of the poet. 
The king’s palace is fancied as the crest-jewel of Pratisthana 
which is, as it were, lookinginto a mirror of the waters of 
the river which surrounds it. The adjective suggests the 
skill, neatness and care expended on the arrangement 
of the city; it is for such an arrangement that one looks 
into a mirror. 
‘Nor is it possible that my eyes will not be filled with tears 
before completely presenting her ( before them ), even in a 
picture’, This means that the drawing itself is very likely 
to be left half executed and thus would not afford any solace. 
The slight grammatical irregularity may perhaps be removed 
by taking aham as the common kartā of the two acts i. e., 
samapanam and nayanodbaspibhavana ( both being construed 
with mama). With the other reading i. e, samavapya, 
(which is easier to construe ), the meaning would be: 
Even if I were to meet her in a picture, I shall not be able 
to see her owing to tears rising up in the eyes just at her 
sight; see Meghadiita v. 102; Sakuntala VI. 22 for a similar 
idea. 
After v. 10 Daéarüpaka-Avaloka seems to have read the 
following passage :- 


विदूषक: । भो वअस्स, को एसो कामो जेण तुमं पि दुमिज्जसे । सो किं पुरिसो आदु 
इत्थिअ त्ति। राजा | सखे, 

मनोजातिरनाधीना सुखेष्वेव प्रवते | 

खेहस्थललितो मार्गः काम इत्यभिधीयते ॥ 
विदूषकः । एवं पि ण जाणे । राजा । वयस्य, इच्छाम्रभवः स इति। विदूषकः । 
किं जो जं इच्छदि सो तं कामेदि त्ति। राजा । अथ किम्‌ । विदूषकः । 
ता जाणिइं जह अहं सूवआरसालाए भोअणं इच्छामि । Bhavaprakasa also 
refers to it as follows (Gaek. ed, p. 230) :- 

अथ विक्रमोर्वशीये राज्ञो विदूषकस्य सल्लापे । 

कामपदार्थप्रश्नाद्‌ गूढार्थों लक्ष्यते नितरास्‌ ॥ 
But V. Raghavan has shown, that the passage is really from 
Malatika Vithi; see J. 0. R, Madras, Vol. VIII. p. 328. 
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12 The Prakrit stanza is in the Kavya metre, otherwise known 


136 


15०: 


as Vastuvadana; it has four Padas, each containing 24 Matras 
distributed over one Sanmatra, three Caturmatras and one 
Sanmatra at the end. Compare Mélavikagnimitra II.4 for the 
same metre, and Hemacandra, Chandonusasana v. 25. The 
love letter is generally regarded as consisting of two 
Gathas; but the internal rhythm ‘of the lines shows that the 
metre is nota Gatha. The reconstituted text of the stanza is 
not quite satisfactory; but it is what I could do under the 
circumstances. The stanza means:—If I were inclined 
towards you as you imagine me to be since I am unknown 
to you, why should the pleasant breezes coming even from 
the Nandana garden be felt very hot on my body, (lying 
down) in a bed of fading Parijata flowers? Urvast wants 
to convey that she too was being tormented by Love as much, 
if not more, as the king himself was. 


The king’s horripilation caused by deep joy is here com- 
pared with the bristles with which a kamala-nala or ७ 
lotus-stalk is covered. 


udaharanum ‘expression’ (of her condition). The stanza 
means: ‘This expression (of her state) by my beloved 
put down in this letter is, as it were, her face brought 
in contact with my own’. This means that it has brought 
him as much solace as a contact of her face with his would 
have done. The mere knowldge that she loves me in 
return, even in the absence of an actual union, is a source 
of great delight to me, says the king; compare Sahuntala 
II. 1. 

‘This favour of Cupid is common to both of us ( and 
so we are fit to be united); heated iron (alone ) is fit to 
be united with heated iron’. smarasya pranayah ( kartari 
Sasthi): The cruel working of the God of Love must be 
considered as ‘his favour’ when it is directed towards 
both; cf. III. 20 below. Or, smarasya pranayah ( karmani 
Sasthi ) is ‘our common request to Smara. Both of us are 
equally troubled by him and so we have a common request 
to make to him, to desist from his operation. He means: 
Had I been free from the trouble due to the operation 
of Cupid I could have helped you; but I myself am 
similarly oppressed by him; so let us join together and 
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make him a common request. Two persons suffering from 
the same trouble can make a common cause and unite. 


agatab purusüntaram: The jaya ‘be victorious’, has thus 
come down to another person (for the first time De 
stanza means: ‘Victorious indeed am I, for whom this word 
Jaya is uttered by you and which has thus come down 
to another person from Indra’; what is meant is this: The 
word jaya was upto now uttered by Urvasi in honour of Indra 
alone; but now it is uttered in honour of the king too, 
that is, it has come down to another person, who conse- 
quently must be considered as victorious as Indra himself. 
The other reading agatah would ultimately mean the same 
thing; but it is not supported by strong mss. evidence and 
looks like an improvement on an apparently difficult 
reading. purusa is applicable to both Indra and the king. 


again. mumeadu: ‘May you not drop down your limbs’ 
i, e, may you not lose courage. 


svavasam as against vivasam is very well supported by the 
evidence of mss.; both Ranganatha and Koneávara, as also 
most of the mss. of the Bollensen group support it; yet 7 out 
of the 8 mss. of Pandit read vivagam and so it does not 
seem to be negligible, With viva$zm the stanza should mean: 
‘Her helpless (vivasa) heart was deposited in me by her 
who had no control over her body, as if by means of her 
deep sighs which were observable by the tremors of her 
bosor’, The heart ordinarily must go with the body; in 
this case it was unwilling to go, but was helpless to do 
anything by itself. So, Urvaéi deposited it with the 
king who may help it in avoiding its unwanted departure 
with Urvasi’s body. She herself i, e., her body had to go; 
but by depositing her heart with the king, she could save 
it the agonies of doing an unwanted thing. cd: ‘She has 
as it were pressed out her heart from her body through 
her long and deep sighs and directed it towards me as her 
deposit through them. These deep sighs themselves are 
noticeable as they come from her heart, by the tremors 
of her bosom’; see above I. 6८ ( note ). 


anuvācehi ‘decipher for yourself? (but not read aloud ); cf 
anuvacya above TI. 11. 12 and V. 6. 9 below. 
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Vayu is said to have made love to Añjanā; see 
Valmiki, Ramayana IV. 66. 8-18. He therefore knows what 
it is to suffer from the pangs of unfulfilled love and so is ex- 
pected to show sympathy to his fellow-sufferers. The other 
reading given by the Bollensen group should be interpreted 
as follows: ‘You indeed know that a love-lorn person is 
consoled by such means of diversion, (as you move every- 
where); it is (therefore) not straight-forward (ajasa) to 
tease such a person when he has fixed his desire on it (i.e, 
the means). Construe: hamartam janam abhibhavitum na 
7५१७४८. 

loptram (from lup ‘to rob’) is stolen property ; ‘can a thief 
caught with stolen property give any answer’? He must 
simply confess his guilt. 

saubhāgyam means ‘personal charms’ owing to which young 
women fall in love with a youth. subhaga is a youth who 


is eagerly loved by young damsels owing to his personal 
charms; cf. subhagammanyabhavah at Meghadita 91. 


By admitting on his behalf that in a fit of biliousness he 
was searching for a love letter, the Vidisaka was proving 
the guilt of the king, namely, that he was actually searching 
for a love letter from a young lady. The plea that it was 
in a fit of biliousness could convince nobody except a fool 
like him. 

*When the person in power is angry (and attributes a 
guilt to his servant), how is it possible (to prove) that 
the servant is guiltless?’ For the time being at least, the 
servant must say ‘yes’ to whatever his master says in a 
fit of anger, reserving his defence to a later time, when 
his master is in a good mood to hear his arguments and 
facts. For désah see on III. 13 below 

‘But I am afraid of my own repentance for this rejection, 
caused by my courteous nature’. I am daksina ‘courteous, 
liberal-minded’ and, therefore, in a cooler mood of mind 
I may have pity upon the king who is rendered helpless 
owing to his passion for Urvagi. At that time, T am afraid, 
I shall repent for having rejected the king’s offer of con- 
ciliation. What is meant is this:-The king’s offence was 
great and her rejection of the king’s offer of conciliation was 
just and right. But owing to ‘her liberal disposition she was 
very likely to give up her just stand which she had taken at 
present. And we find that this is exactly what has happened 
१६ 
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in the sequel. This paácáttapa of hers is alluded to five 
times in the sequel. It is said that she gives up her anger 
and pride (III. 1. 2: TIT. 11. 17; III. 12८) and repents for 
having rejected the king's offer for conciliation ( III. 4. 
9-10); cf. for the same also IV. 67d in the case of Uryagi. 
*Empty professions of love from a person whom they love 
do not satisy women who can discern the iruth ( tat), 
even though they are couched in endearing words. They 
can easily discriminate between a real and an outward 
expression of love. tadvidam is to be taken with yositam 
as well as with the Upamana pwrusanüm, supplied. 

‘I shall have the courage to withstand the temptation of 
trying to pacify her once more, and simply wait for her to 
cool down and show her readiness to accept my apologies 
already tendered’. The king does not mean to say that 
he felt offended by her rejection : he has conceded that 
it was quite natural for her to do so. He only desires that 
she in her noble mind (daksinya) should forgive him his 
weakness in this respect. He has great regard for the 
queen, which he still retains even after the rejection ; yet 
he cannot approach her any more for pacification, since 
she had shown by her rejection that she was not in a mood 
to hear him. So he would silently wait (dhairyam avalam- 
bisye) for a time when she might give up her anger and 
calmly look at the situation from his view-point. He 
expects that she of her own accord would go to him and 
make amends for the rejection, by reconciling herself with 
him and this exactly is what the queen fears, but what 
she has ultimately done, owing to her noble disposition. See 
also M@lavikagnimitra 111.92. 

The singular satpadak which is supported by 7 out of the 8 
mss. of Pandit seems to be the original reading, in keeping 
with the singular number of the other birds mentioned in the 
other lines. The plural mukulani (which may have induced 
the v.l. satpadah ) is to be explained as referring to the 
bee’s activity in trying to find out a shelter in the interior 
of a flower-bud; for this purpose it had to try on several 
buds until it found out a suitable 1. e., internally roomy 
and cool, one. See the similar association of āsrameşu with 
vasatim at Meghadüta 1. Owing to mental uneasiness the 


mae was changing from hut to hut in the hope of finding 
ace, 
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asanam parigrahitak. ‘You were asked to carry his seat’; 
evidently because the sage was in the habit of using his 
own seat wherever he went. Very likely, isan is meant 
to include even other personal effects of the sage like the 
drinking bowl, walking staff, etc. 
The second pupil's refusal to state definitely that the assem- 
bly was pleased, together with his attempt to defend 
Urvasi by the introduction of the word waa, saying that 
she did her part very well, leads the first pupil to guess 
that in spite of Urvaái's best efforts the assembly was not 
well pleased and that this was due to some unfortunate 
and unexpected accident. The sentence means :— The 
(expected) supplement of your sentence, it appears, has 
a room for some fault (or defect) init; i.e, you mean 
to complete your narrative by stating some fault on account 
of which the assembly was not satisfied. The word Ain tw 
found only in one or two mss. seems to be a gloss, trying to 
make the remark of the first pupil look more natural. 
The similar commencement of the two words with the 
letters puru, together with her constant thinking about 
Purüravas was the most natural cause of Urvasi’s blunder. 
na de divvam thànam bhavissadi : Bharata merely says that 
she must lose her stay in the heaven; he does not put any 
limit on this period of the loss, This is how Mahendra 
could show his favour and put a limit on it. 
tui is added in four of Pandits mss., perhaps under the 
influence of V. 15.8 below. 
sevākārā parimatik: ‘old age taking the form of service’ 
i e, old age fully engaged in service, as there was no one 
to support him in rest. The contrast is between pa$cat 
visrama and. parinataw api sevā, so that the construction of 
sev as the chief word and karaparinati as its adjective (as 
suggested by Ranganatha and Katayavema) is not proper. 
The reading sevakakuk means ‘involving an adaptation of 
voice (kakw) to the masters will owing to servitude 
(sevà y, the compound being an adjective of parinatih. 
Suddhüntavrddho janah: janah is parijanah here and refers 
to the harem attendants in general; the masculine gender 
is used here as at 7.3 and 6 below. There is absolutely no 
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reason why this reading, which is strongly supported by 
the mss. of both the groups should be given up in favour of 
the variant vrddhājanah of doubtful relevance and 
authenticity. 


The king is compared with a mountain which is able to 
moye about as its wings are not yet cut off. The allusion 
is to the Vedic myth according to which the mountains 
were once possessed of wings and were able to move about 
as they liked, thus disturbing the balance of the earth. 
Indra chopped off their wings, (which assumed the form of 
clouds; this is why the clouds seem to rest upon the 
mountain-peaks, before they rise up in the sky ) and thus 
made them immovable, thereby securing the balance of the 
earth. See Rgveda Samhita I1.12.2 and Maitrayaniya 
Samhita 1.10.13. : 

devena i.e, devena saha: The variants have probably 
arisen owing to a misconstruction of the instrumental. 

jadapacchadéva: See on 1.20.3 above. panivadalanghanam 
pamajjidukāmā: ‘The washing away of the rejection 


of prostration’? means the acceptance of the lover's plea. 


about his sincerity and his confession of his guilt. Read 
panivada for panipada, which is better supported by mss. 
nibhrtaih may either be taken as an adjective of dayiténwna- 
yaik in the sense of ‘complete’ or ‘unreserved’, or as an 
adverb meaning ‘inwardly, secretly". vividhair anutapyante, 
which is a variant reading for c, means :— They feel remorse 
at the (thought of) the different (modes of) persuasion of 
their lovers’, which they had neglected. 


ravim dvasate: This refers to the Amavasya day, when the: 


moon is said to stay with the sun; compare Aitareya 
Brahmana 40.5. 


offering oblations to the Manes, but other sacrifices like the 
Daráesti too are offered on that day. The other reading 
rucim üvahate has probably its origin in a desire to avoid 
the mention of the New Moon while describing and 
honouring the orb of the Full Moon in the stanza. With 
that reading the line means: ‘Who assumes his light 
(rucim) for helping the sacred rites of the pious 

sudhayà tarpayate: The moon's body is said to consist 


of sudhā or nectar from which the gods and the Manes. 


This day is particularly auspicious for- 
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drink on the different days of the second half of a month.. 
See Matsya Purana Adhy. 125, vv. 36-38 and 59-72; 
Visnw Purana 11.11.21-23 ; 12,1-13, Vayu Purana ; 52.60-70; 
Raghuvamia; V. 46. In the Vedic literature, however, we 
get the mention of Soma in the place of Sudha in the same 
mythological context, namely, that the soma in the form of 
the moon serves as the food for the gods and the Manes; 
see Rgveda Sanihita X.85.2-5; Aitareya Brahmana, 40.5; 
Satapatha Brahmana 1.6.4.5.6 ; 1.4.2.7. 

pitamahena: Cf. V.21 below. Purüravas is said to be the - 
son of Budha and the grand-son of the Moon; see Hariwamsa 
25.43-46. 

nam disadi: The variant ņa disadi is equally well supported. 
nam disadi means ‘indeed it is seen very well’, With ma 
disadi the sentence must be taken as a question expecting 
an answer in the affirmative; ‘Is it not very well seen n 
meaning that it is very clearly seen. In any case sa must 
refer to the king's avasthé mentioned by him in v. 8 and 
not to Urvagi as is understood by some. 

adhikam ६०07०82: Cf. Sakuntala. TIT.8 and 9. 

nimittam: See above II.8.7 where the nimitta was probably 
different; see note on the passage. For nimilia here cf. 
Sakuntala 1.16; VIL.13. 


Cf. II.9.17-20; padivattidam ‘transferred ? from the Hima- 
laya to the’ king’s capital Pratisthana! The white palace 
is fancied to be the peak of the Kailasa shifted from its 
place and brought here. The variant padibimbidam via 
jaminijamunae of the B group means ‘(as if the peak of 
Kailasa) reflected in the ( waters of ) the Yamuna in 
the form of the Night’. But the fancy is not very happy ; 
firstly the possibility of the Kailasa being reflected in the 
Yamuna does not exist, and secondly, by this time the 
darkness of the night too had departed to a great extent 5 
see 7.4 and 9.27 which suggest that the moon had risen 
much higher and that his rays were now spreading 
everywhere. 
Pandit’s selection of his reading is unwarranted by the 


evidence of his own mss. Only two of them mention 
o other ms., either from the B group 


mamsabhojana, while n 
Foulkes’ text seems to 


or from Foulkes’ mss. refers to it. 
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have been copied from Pandit, whose text is based upon 
the doubtful authority of his ms. 6, which reads miccha- 
harini;(could it be mitthasiharini ?); but miccha connot be 
mista and harini is very likely the latter part of the word 
stharini which is invariably found in all the mss., including 
X which is the other ms. of Pandit, mentioning marisabho- 
jana (in place of rasalam ). There is absolutely no objection 
against the manisabhojana of the Vidusaka, but that does 
not mean that we should be guided by that consideration over 
the head of the evidence in the selection of our reading. 
Besides Vidüsaka's fondness for sweets is quite well-known. 
evam refers to 10d: ‘A talk about her would mitigate my 
mental anguish’:  Vidüsaka confirms this in 10.4 and the 
king agrees by saying evam manye (‘I think so’), Vidū- 
saka’s question kaham via after this refers to the particular 
kind of this kath@ and the king answers and explains it in 
v. 11. Citralekha’s remark in 10.6 becomes more natural 
according to this explanation: ‘Listen, oh greedy one’ 
how the king is prepared to be happy even by a talk about 
you! 

Cf. T. 11. 

Türaskarimi: Cf. 11.9.30; 13.8; 15.3. See note on II.9.13. 


vadavadesena : see IIT. 5 above; proud ladies cannot openly 
withdraw their rejection of their lover's prostration and so 
they do it under some pretext. 


The variant reading supported by the B group is aparam- 
muham which in Sanskrit is either aparüAmukham or 
aparam mukham. In the former case the sentence means 
* Your words are not averse ( to appreciation of merit) and 
this seems to be right. But in the latter case i. & if 
aparammuham is translated as aparam mukham (see £. n. on 
p- 51), the sentence can be construed in an artificial manner 
and that too, only with the reading mantidum which is the 
reading of the Bollensen group of mss. (though Bollensen 
himself has adopted mantidam from a single ms.), às 
follows :— You have a mouth to speak the best (aparam ) , or 
‘You have another mouth to talk’ i, e., different from the 
usual mouth of a jealous woman. It is however more 
likely that the original reading mantidam in this case was 
changed to mantidum in view of the misunderstood word 
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13d: 


13.26 


14.8 


15.5 


16,5 


apararimuham as equal to aparm mukham instead of 
aparàzmukham. 

The use of the word dasa here and in v. 14 as also at two 
other places, namely II. 20 and III. 18, is a little embarras- 
sing. But we must concede that itis used out of daksinya 
in the case of the queen, while in:the case of Urvasi at III. 
18 it is used out of sneha, See note on 11. 4.1 above. 
wdüsina here in the context must be taken in the sense 
of ‘a stranger’ as contrasted with ‘a lover १ udasina 
and pia are evidently contrasted in the mind of the 
Vidüsaka and so understood also by the queen; cf, the 
use of the word udäsīņa at 11.2 above by Urvasi. By her 
declaration in III. 13.18-19 the queen seems to treat the 
king as an udéstna and not as a priya, in which case, there 
would be no point in observing the Priyarüdhana Vrata, so 


i argues the Vidüsaka, In answer to this the queen says that 


the king was not only not wdasina to her, but was so much 
priya to hec that she had offered to sacrifice her conjugal happi- 
ness, and that too for ever, for the sake of his. The variant 
reading ८7२७० found in three of Pandit’s mss., must be taken 
to mean the same as udasino; the addition of pio after 
türiso in a single ms. of Pandit must be ascribed to a scribe 
who was influenced by that word occurring in the queen’s 
reply. All the other mss. of Pandit, including v, have 
either déso, dinno, türiso or udasino, the last agreeing with 
the one adopted by the mss. of the Bollensen group and 
by me. 

The alternative reading ( given in the foot-note) may mean 
* How can one whose hopes are firmly planted (in the king) 
be made to return ? 

The other reading is kim atra jüeyam ; it means *what is 
here to be known?’ i, e, it is very well perceived and 
does not require any efforts to know; j?eyam here means 
‘what deserves to be known’, while in the word ajreyam, 
it means ‘what is easy to know, what requires no efforts to 
know’. 

vaassassa: Oitralekha could call the king 8 vayasya now 
at this stage when his love for her friend is well established, 
See how Anasüy& addresses Dusyanta by this term only at 
Sakuntala ITI. 17.1; 18.1; but not before it. 

etat refers to the word sukham on the one hand, and to 


Urvasi on the other. 
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16.7 panaavadi via: pranayavati is ‘a beloved’ and not a ‘ wife’. 
purobhaga is a ‘forward’ girl, who assumes independence 
and does not wait for the permission of the elders. See 
Sakuntala V. 26.8. Here. Urvasi means she has already 
received the permission of the queen and so she must not be 
regarded as a purobhaga. pranayavati suggests the absence 
of ‘patience and serenity *of a wedded wife. 

20d anunitam ‘persuaded, induced, pacified’, i. e, turned 
favourable. anukilam or anulomam, the other variants, 
mean the same. 

20.1 The alternative reading ajjauttassa adopted by Pandit is 
not proper, as Urvasi was not a wedded wife. See Editor's 
Introduction, Para. 13. 


Act IV 
For a discussion about the Prakrit stanzas and the special 
terms in stage directions in this Act see Editor’s Introduc- 
tion, Paras 24 ff. 

24-5 acchara-vara-pajjdena sujjassa weatthane vattanti: See Visnu 
Purana IL. 10, 1-23; Vayu Purana 52. 1-28; Matsya Purana 
125, 1-24. 

8 ‘I thought that some demon was carrying the deer-eyed 
(Urvasi) as long as the dark cloud had not sent down his 
showers on the fresh flashes of lightning’. First I thought 
that a volly of arrows was directed'at me; but then I next 
saw that it was against what I considered to be Urvasi, 
namely, the flashes of lightning. And when I knew that this 
was unlikely, I realiséd the truth about the whole situation. 
In the flashes of lightning the showers appeared to be falling 
on the flashes themselves. 

lle: The construction is anakoluthic; the speaker began with a 
passive and ended with an active construction ; ‘By me 
while wandering on the earth my beloved,-if I see her-then 
ete’. Or maim and bhamante should both be construed as 
irregularly employed absolute locatives 5; Jf I see my 
beloved while I wander on the earth’ 


12 Fortheemendation suggested in the third line see Editor's 
Introduction, Para. 42 


16 See Sakuntala III. 7 


21 The artificial Anuprasa both here and in vv. 37, 46, 49 and 


91 below in this Act appears to be against the ruling senti- 
ment. See Editor's Introduction, Paras. 28 and 29. 


1V.54] 


CRITICAL NOTES 129 


been vidyadhyara ; we get vijjahara above at IV. 0.17. 


32-34%For the inter-relationship of these stanzas, see Editor's 


Introduction, Para, 98. 


36 Note that; in the second line is an expletive as in v. 68d. 


below in this Act. 


38 _Tla, mother of Purüravas is said to be the daughter of both 


41 


43 


53 


54 


Mitrā-varuņā and Manu at Zarivamía 9.7-8; 10.5-17; in 
the former case Sirya( identical with Mitra) is the Matamaha 
of the king. If, however, she is considered as the daughter 
of Manu, Sürya, the father of Manu ( Vivasvat is the Sun), 
will be Vrddha Matamaha and not actually Matamaha of 
the king. Generally, the Puranas consider Ilà, transformed 
into Ila, as the son of Manu; see Matsya Purana, 11.40-66 ; 
12.13-14; Visnudharmottara Purina, 1.230.17-21. Budha, 
the father of Purüravas, was the son of Candramas ; see note 
on IIT. 7.1 above. 

ekkakkama ‘mutually’; ‘The young swan is sporting 
under tbe influence of passionate love, in a lake, in the 
sweetness of intense affection which is mutually developed’. 
The swan of course represents the king ; see Editor's Intro- 
duction, Para. 38, 

‘In the forest, here is an (elephant ), greatly in anguish 
owing to his separation from the she-elephant, and hence 
with all the black bees gone away from his temples ( for 
want of the rut Y. 

The stanza is almost identical with the one at Valmiki’s 
Ramayana, Aranya Kanda, 64, 29-30. 

‘Be pleased by this homage of mine, oh dear lovely River 
with your agitated (and so cackling ) birds which are 
ruthless to me (on that account), with your deer eager for 
the bank of the divine river i, e. yourself, and resounding 
with the sound of the humming of tbe bees ( hovering 
around tbe flowers growing on your banks ). 

‘The ocean is dancing by the side of the clouds, wath his 
upstretched arms of waves raised by the eastern wind, with his 
body decorated with saffron in the form of swans, Cakra- 
vükas and conches, and covered with blue Jotuses in the 
form of water-elephants and sharks, keeping time by the 
clapping of his hands in the form of the lappings of its 
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waters against the shore, while the fresh rainy season 
descends down and blocks the quarters’. 

In this Gajanyokti alone Indra’s Airavata is introduced 
and perhaps to do justice to his pre-eminence, Sanskrit 
instead of Prakrit is employed! 

prthulocana@ expresses the common property. 

This means ‘I shall hold you in highest esteem’; it does not 
suggest that the king actually intended to use it as his 
crest jewel. See v. 64 above and 72.6 below; in the latter 
place it is said that on meeting Urvasi the king places it on 
her crest, where evidently it remained thereafter. See 
also V. 0.11 and note. 

*O creeper, on seeing you I think in my mind that if I 
get her back again by good fortune, I shall make it absolu- 
tely certain, after pleasing her, that the resolute one does not 
leave me there again’. I suggest an emendation in the 
third line namely, ra%jevinw in place ofranne vinw and 
construe the word as an absolutive form like pekkhevinw 
in the first line. 


70to71.1-2 The order of the sentences in.the shorter version is 


different :-Urvagi’s confirmation of the king's account in 
the words abbhantara-karande etc, comes immediately 
after the stanza where the king describes how he had met | 
Urvagi, while he was sinking in the darkness of separation, - 
This is followed by the king’s question as to what she meant ५ 
by ‘inner senses’, Here, instead of answering the question 
directly, she first begs his pardon for being the cause of 


' his misery. The king readily grants it and asks another 


question as to how she could remain so long without him. 
After this she answers both tbe questions. But this order 
of conversation is unnatural; Urvaéi’s confirmation of the 
king's account of his miseries before first asking for his 
pardon for being instrumental in his condition ( which is 
described in v. 70 ), is quite unexpected. As it is, the 
sentence in the mouth of Urvasi would be expressive of 
sympathy for the king's state and would be appropriate in 
the mouth of a superior person only, while he is speaking 
to an inferior person. In such a case, the superior person 
first expresses sympathy and then regret, if at-all, But 
when a person of an inferior status speaks to another of a 
Superior status, as in the present situation, forgiveness is 
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first asked, and then the superior: person’s account is 
confirmed and the reasons for tbe unexpected behaviour of 
the inferior person are given. Besides, the word vritdénta 
occurring in Urvasi’s speech after v. 70,( in the shorter 
recension ) has no propriety, since what is described in v. 70 
is only an avasthé of the king and not any orttanta or 
incident. On the other hand, the word vritānta becomes 
significant when it refers to what is described in v. 71, 
namely, the king’s wanderings in the forest meeting one 
inmate after another in quest of Urvasi. It, therefore, seems 
certain that the order in the shorter recension referred to 
above was adopted in consequence of the removal of v. 71, in 
order to supply a sort of antecedent for the word vrttanta 
occurring in Urvaéi’s speech, which would otherwise have 
no meaning after the king's question *how could she stay 
away so'lóng', if this latter is unaccompanied by v. 71 in 
the mouth of the king. 

The word vimana occurring in the third line is significant; 
it suggests the identity intended between the swan and the 
king. It corresponds to the word vimana in v. 74. 


Act V 


devibhih: The word includes Urvagi even though she 
cannot be properly so called, not being a married wife of 
the king. 

According to the alternative reading given in the foot-note, 
the king will have to be supposed as using the gem as his 
crest jewel, while he was yet in separation from Urvaśi, 
but this is inconsistent with what he has said in IV. 66 
(see note on.the passage ). 

In the version of the mss. of the B group, here ends a 
Pravesaka and the main scene begins with the arrival of 
the king. In view of the very similar wording of the 
Vidüsaka at II. 1.1-2. I have adopted this arrangement 
in the text. The Pravegaka is also necessary to prepare the 
audience for the main scene. It gives information about 
the king’s worries owing to his want of a male child and 
secondly, what is of greater importance, about the loss of 
the gem, which is intended to suggest the possibility of a 
fresh separation of the lovers and that the gem must, there- 
fore, be won back to ensure the continuation of the union, 
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prathamam: ‘important’, because the thing stolen is a gem 
of great value, goptu ‘of the protector’, i. e., of the king 
as the protector of- all his subjects including birds and 
animals. The robbery of this particular gem is highly 
reprehensible because it also involves ungratefulness on the 


part of the robber. It deserves to be punished with death 5 
of, Manusmrti VIII, 323. ॥ 


kravya-bhojanah: is the vulture which ‘feeds on raw flesh, 
for which latter it had mistaken the gem; see above 0.12. 


‘By your anger which became transformed into an arrow’. 


This is the usual hollow compliment ‘of a courtier to the 
king, 


petakam pravesaya: ‘Put it in ihe jewellery box’, i. e., for 
immediate safe custody, Usually it was worn by Urvagi as 


her crest jewel; see on IV, 66cd and V.0,10 above. 


Here, 
however, 


it is quite likely that the king was henceforth 
anxious to keep the jewel in the treasury for safe custody 
and not to use it except on very rare occasions, since its 
loss suggested separation as it existed before its acquisition. 
hardam * affection, hearty 
in v. 9 above, 

Bharata toward: 


gratification’; of, manasah prasadah 
We may also compare the apratilomatva of 
s Dusyanta at Sakuntala VII. 19.4. 
upagatena: upagata is used here in the sense of upaga. 
mana and tena in the sense of tasmat ; with the reading 
upanatena we have to supply sparíena after tena: * delight 
me with that touch which is brought to me (by you Y. 
sthamio: cf. alekkha-vànaro at II. 0.13 above and note, 
The alternative reading devi for bhavati is improper; see 
Editor's Introduction, Para, 13 ( end ). 

The simile is most natural in the mouth of the king who. 
exultantly compares himself with Mahendra on this 
occasion ; but it leads to a catastrophy most unexpected by 
him, yet ina perfectly natural manner, See Sakuntala 
VII. 28 for the simile, 

The king evidently did not know under what conditions 
Urvasi had come to stay with him in Act III. He had 
perhaps not cared to inquire while he was in the first flush of 
joy. Thereafter the two lived together for a pretty long time, 
the king being blissfully ignorant of the conditions on which, 
or the length of time for which, she was to stay with him. 
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16,3-4 


Urva£i was aware of these limitations, but would not let the 
king know them for fear of causing him mental anguish. In 
the meanwhile, the king had an invitation to attend a Satra 
at the Naimisiya forest ( for its protection against defilement ) 
and during this period Urvasi was delivered of a son, whom 
she kept away from his father’s sight to avoid separation as 
said here. After his return from the Satra, Uryvasi took 
the king to the Gandhamadana mountain and lived there for 
several years, forgetting all about her having a son or even 
her return to Indra. The audience know about her condi- 
tional stay with Purüravas from III. 0.24-95 ; but they do 
not know about the birth of her son, until they hear about 
the loss of the + uniting gem’ and immediately after that 
about the birth of the son, from the king himself in v, 7. 
The suggestion about the impending separation conveyed 
by the loss of the gem is thereby confirmed, and yet its 
acquisition through the same source, namely the son, which 
would have been the cause of the separation, is skilfully 
‘conveyed by the poet to hearten them, making the continua- 
tion of the union certain, This condition of Urvasi’s stay 
with Purüravas was also unknown to Satyavati and the 
sage Cyavana; for otherwise, they would not have sent the 
boy so unceremoniously. This is also conveyed by the words 
of the Tapast ‘kim vi nimittam avekkhia’ at 10.3. 


Urvasi fears that the king would consider that her action 
in keeping the boy away from him only until he finished his 
training ( and not for ever 3 cf. the words vijjagamanimittam 
at 15.10) was intended to give her an. opportunity 
to go back to the heaven, as soon as the boy came back 
from his training. She really kept away the boy for 
fear of separation, but, on the spur of the moment, wninten- 
tionally put this limit on the boy's stay away from his father, 
just to satisfy the curiosity of the inmates of the Agrama; 
but she fears, this may be misconstrued as being intentionally 
done by her, just to give her an opportunity to go back to the 
heaven. And this would mean that her professions of love 
and her viyoga-bhiruta were both insincere, and that she was 
now eager to go back to her home, the heaven. saggarohamena . 
avasidakajjam means ‘after having achieved her purpose by 
ascending to the heayen’, The original Urvagi in the Vedic 
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literature had indeed made certain conditions for her stay 
with the king with the intention of giving her an opportunity 
to go back.to the heaven after their violation and after 
having enjoyed the king’s company for a sufficiently long 
time. The kajja is not the acquisition of a son; because 
she had nothing to gain from the son, nor was he to 
accompany her to the heaven. The kajja is saggarohana 
and hence Urvasi’s fear about the king's doubts regarding 
her sincerity, 

bharah: ‘responsibility’; ‘This responsibility in these 
three is capable of showing its effects, not on account of 
their age, but owing to their birth itself, वि 
Narada here is very aptly compared with a moving Kalpa- 
taru as he fulfils the desire of the couple. 

dampati: The word is loosely used in the sense of a couple, 
not necessarily a married couple, We should note how 
Urvasi is still addressing the king by the term mahéraja 
and not Aryaputra, the employment of which Jatter is 
the privilege of only a married wife. 


sahadharmacaürini: ‘One who. practises her duties in the 
company of’. This word too is not used in the sense of 
a ‘married wife’, but in the broad sense of a‘ companion 
in duty’. Kalidasa has used this same word with reference 


‘to Anasüya and Priyamvada in the case of Sakuntaliat 


Sakuntala, IV. 91.5. 


kumarasya: Some see a reference to the Yauvarajyà- 
bhiseka of the crown prince Kumiragupta, son of Chandra- 
gupta IT, here. See Editor's Introduction, Para. 18. 
Bodhana is Budha; cf. TIT. 7.1 and note, 


‘All blessings are well established in your own family, which 
possesses all excellences’, This means that for giving १ 
blessing about the attainment of highest qualities, one 
need not go to another family to mention a name possessing 
them in exuberance, since for every excellent quality that 
can be thought of, the illustrious ancestors of his own family 
could stand out prominently as an illustration. 
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५७ न हि सुळभवियोगा कर्तुमात्मप्रियाणि प्रभवति परवत्ता ५.१७, 
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SAHITYA RATNAKOSA 


A comprehensive anthology of 
Sanskrit literature in seven volu- 
mes, called Sahitya Ratnakosa, 
has been sponsored by the Sahitya 
Akademi for publication. Of 
these, Volume II, covering the 
Epics and Puranas, compiled by 
Dr. S. K. De and Dr. R. C. 
Hazra under the name of Purane- 
tihasa Sangraha has been publi- 
shed. Other volumes in the 
series are in press or under pre- 
paration : 


Vedas, Brahmanas and Sutras 
Ed. by Acharya Viswa Bandhu 


Classical Literature 


Ed. by Dr. V. Raghavan and 
Dr. V. S. Agarwal 


Jaina Text श्र 
Ed. by Dr. Hiralal Jain 
Bauddha Sangraha ^ 
(Buddhist Texts ) 
Ed. by Dr. Nalina&sha Dutta 
E (In Press) 
Abhilekha Sangraha 
(Inscriptions) 
Ed. by Dr. B. Ch. Chhabra 
(In Press) 


Subhasitas 


Ed. by Dr. V. Raghavan and 
Prof. K. A. S. Iyer. 


Sahitya Akademi is the National Academy of 
Letters set up by the Government of India in 1954, 
It is an autonomous body whose policies are laid 
down by a General Council which consists of 
representatives of the various Indian languages, 
States and Universities. Its President is Sri 


Jawaharlal Nehru and Vice-President Dr. S 
Radhakrishnan, 


The Akademi’s programme is directed to fostering 
and coordinating literary activities in the Indian 
languages. Its publications are mainly in Indian 
languages, though some works of scholarly and 
informative nature are also published in English. 


The present volume is the second in the series of 
critically edited texts of Kalidasa’s works. The 
critical edition of Meghadüta has already been 
published by the Akademi, The other volumes 
in press or under preparation are : 


l. Sakuntala edited by Dr. 8. K. Belvalkar, 
Bhandarkar Oriental Research Institute, 
Poona. (In Press.) 


^ Kumarasainbhaya edited by Dr. Surya Kanta, 
Banaras University. (In Press. ) 


Malavikagnimitra edited by Prof. K. A. S. 
Tyer, Sanskrit University, Varanasi, 


4. Raghuvarnéa edited by Dr. V. Raghavan, 
Madras University. 


9. Rtursamhara edited by the late P. M. Lad 
and Dr. V. Raghavan. 


